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ABSTRACT
Ferguson, Elissa Jane. MA. The University of Memphis. May 2012. Time and
Meaning: The Use of the Fishing and Fowling Scene Through Time in Ancient Egyptian
Non-Royal Tombs. Major Professor: Nigel Strudwick, Ph.D.
This thesis is an introductory investigation into the iconographic and
compositional developments of the fishing and fowling scene in Egyptian private tomb
through the Old, Middle, and New Kingdoms. Scenes are selected from a corpus created
by the author and examined to understand how the scene is used in each period and what
visual elements are included or omitted. The information gathered here is synthesized to
establish trends in development and used to test existing theories on the meaning and
purpose of the fishing and fowling scene in private tomb decoration. The results reveal
an evolving meaning, originating in the royal motif of defeating chaotic forces and
ultimately morphing into an expression of transfiguration into the afterlife.
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Chapter 1. Introduction
The mortuary monuments of the ancient Egyptians have, since the Third Dynasty,
been decorated with various scenes and motifs. In the tombs of private individuals, some
of these scenes fall under the category of “daily-life” that appear to visually render the
work and responsibilities of the ancient Egyptians. Images of agriculture, butchery, and
marsh scenes, among others, can be found in various forms in the tombs of the elites from
the Old Kingdom to the New Kingdom.
Included in the category of “daily-life” scenes is a type of marsh motif called the
fishing and fowling scene. It portrays the tomb owner in a marshy environment, hunting
fish with a spear and birds with a throw stick. Though also used rarely in royal mortuary
decoration, it is most prolifically found in non-royal tomb programs from the Fifth
Dynasty to the Eighteenth Dynasty. The fishing and fowling scene‟s long history as well
as the aesthetic qualities of its composition has drawn the attention of numerous modern
scholars and led to several theories as to the scene‟s meaning and purpose within the
tomb.
Review of Previous Scholarship:
The fishing and fowling scene has been scrutinized by a number of different
scholars, who usually focus on either the Old Kingdom or the Eighteenth Dynasty
representations. This has led to conflicting interpretations of the scene‟s iconographic
meaning and purpose within the tomb program. The earliest interpretations of the fishing
and fowling scene focus on the New Kingdom examples and the analyses emphasize the
erotic, procreative, and regenerative interpretation proposed in Wolfhart Westendorff‟s
study of the Small Golden Shrine of Tutankhamun. He alleged that the verbs sti and qmA
often found in fishing and fowling scenes, were a pun alluding to the sexual union
1

between the tomb owner and his wife that guaranteed rebirth.1 Phillipe Derchain applied
the theory to non-royal examples of the fishing and fowling scene, adding the theory that
the duck and tilapia, ubiquitous elements in the Eighteenth Dynasty scenes, also had an
erotic connotation. 2 These interpretations were embraced by Lise Manniche who
expanded upon the theme of eroticism, emphasizing the impractical and formal dress of
the participants, particularly the wife‟s wig and semi-transparent dress which give her a
sexually charged appearance.3
These theories, while widely discussed, have brought counter-interpretations that
largely dismiss the erotic interpretation of the fishing and fowling. Erika Feucht rejects
the sexual reading of the scene due to the absence of the wives in several Old and Middle
Kingdom fishing and fowling scenes, claiming the scene is one of pleasure and
subsistence.4 Her theories are propagated by Rene van Walsem‟s investigation into Old
Kingdom examples which do not use the verb qmA and lack textual support in the scene

Wolfhart Westendorff, “Bemerkungen zur „Kammer der Weidergeburt‟ im
Tutankhamungrab,” Zeitschrift für Ägyptische Sprache 94 (1967), 139-150. For a more resent
study of the shrine‟s iconography see M. Eaton-Kraus and E. Graefe, The Small Golden Shrine
from the Tomb of Tutankhamun (Oxford: Griffith Institute, 1985), 25-40.
1

Phillipe Derchain, “Symbols and Metaphors in Literature and Representations of Private
Life,” Royal Anthropological Institute News, no. 15 (1976), 7-10.
2

3

Lise Manniche, City of the Dead: Thebes in Egypt (Chicago: University of Chicago
Press, 1987) 35-37; and “The So-Called Scenes of Daily Life in the Private Tombs of the
Eighteenth Dynasty: An Overview,” in The Theban Necropolis: Past, Present, and Future, ed.
Nigel Strudwick and John H. Taylor (London: The British Museum Press, 2003), 42-45.
Erika Feucht, “Fishing and Fowling with the Spear and the Throwing Stick
Reconsidered,” in The Intellectual Heritage of Egypt: Studies presented to László Kákosy by
Friends and Colleagues on the Occasion of his Sixtieth Birthday, ed. V. Luft (Budapest: Studia
Aegyptiaca, 1992), 157-169.
4

2

for an erotic interpretation. 5 Susannah Vanek6 and Janice Kamrin7 provide a third
interpretation that views the birds and fish in the scene as symbols of chaos which the
tomb owner subdues while hunting; by controlling chaotic forces, the tomb owner
ensures his rebirth and regeneration in the afterlife. This “defeat of chaos” theory has
been shared by numerous scholars, though often in combination with other theories,
including those of sexual rebirth.8
Purpose and Method
This thesis seeks to understand the fishing and fowling scene by investigating its
development through time and scrutinizing the development of its compositional
elements. These elements will be analyzed for possible symbolic significance and utilize
existing theories to determine a possible interpretation and purpose of the scene in private
tombs. In order to accomplish these goals, it was necessary to identify the elements that
define a fishing and fowling scene and then compile a corpus of scenes from which to
work. Two corpora are included in the Appendix, the first of which is comprised of

5

Rene van Walsem, Iconography of Old Kingdom Elite Tombs: Analysis and
Interpretation, Theoretical and Mythological Aspects (Leiden: Peeters Publishing, 2005), 75-78.
Susannah Vanek, “Marshland Scenes in the Private Tombs of the Eighteenth Dynasty,”
in The Archaeology, Geography and History of the Egyptian Delta in Pharaonic times:
Proceedings of Colloquium, Wadham College 29-31 August, 1988, Oxford 1 (1989), 316-321.
6

7

Janice Kamrin, The Cosmos of Khnumhotep II at Beni Hasan (London: Kegan Paul
International, 1999), 105-115.
8

Melinda Hartwig, Tomb Painting and Identity in Ancient Thebes: 1419-1372 BCE
(Brepols: Foundation Egyptologique Reine Elisabeth, 2004), 103-104. Hartwig provides a
number of possible interpretations provided by different scholars. Richard Parkinson, The Painted
Tomb-Chapel of Nebamun: Masterpieces of ancient Egyptian art in the British Museum (London:
British Museum Press, 2009), 130-131. Gay Robins, Women in Ancient Egypt (Cambridge:
Harvard University Press, 1993), 187-189. Robins assigns chaotic qualities to the fish only.
Carolyn Routledge, “Did Women „Do Things” in Ancient Egypt? (ca. 2600-1050BCE),” in Sex
and Gender in Ancient Egypt, ed. Carolyn Graves-Brown (Swansea: Classic Press of Wales,
2008), 176-178.

3

confirmed examples of the fishing and fowling scene. The second indicates scenes listed
as fishing and fowling scenes in publications such as Porter and Moss‟ Topographical
Survey volumes,9 but have not been confirmed as such by the current author.10
The thesis itself starts with three chapters examining the fishing and fowling
scene through its history, and are divided into the three periods: the Old Kingdom, the
First Intermediate Period to the Second Intermediate Period, and the New Kingdom.
Examples of the scene are chosen from historical periods of the first corpus, selected for
their quality of preservation—relative to others from the same period and location—and
aspects that best exemplify the scene at a specific point in time (described below). While
it is not possible to thoroughly discuss all the examples, variations, and innovations of the
scene, the selected tomb scenes will provide a general outline from which preliminary
conclusions can be drawn.
The information gathered in these sections will then be analyzed in two parts.
The first synthesizes the development of five elements of the scene that encompass its
general compositional features: geographic location, tomb context, identity of the boating
party, the animals, and the texts. The purpose of this formalist approach is to identify
patterns of use in tomb programs and changes or continuity in compositional features and
elements. The assembled information will then be compared to the existing theories of

9

Bertha Porter and Rosalind L. Moss, Topographical Bibliography of Ancient Egyptian
Hieroglyphic Texts, Reliefs, and Paintings, vol. I, part 1, 2nd edition (Oxford: Griffith Institute,
1985); volume I, part 2, 2nd edition (Oxford: Clarendon Press, 1964); vol. III, part 1, 2 nd edition
(Oxford: Clarendon Press, 1974); vol. III, part 2, 2nd edition (Oxford: Griffith Institute, 1981);
vol. IV (Oxford: Clarendon Press, 1934).
Porter and Moss use “fishing” or “fowling” as generic terms to identify scenes that do
not necessarily coincide what is considered a fishing and fowling scene in this paper. The scenes
labeled on this corpus have not been viewed by the author to confirm if they follow the definition
of a fishing and fowling scene outlined here.
10

4

subsistence, recreation in the afterlife, and controlling chaos outlined above. The results
of this investigation reveal that, during the Old Kingdom, the fishing and fowling scene
was adopted from a royal prototype and represented the deceased controlling chaotic
forces. During the Middle Kingdom, the central meaning of controlling chaos began to
be replaced by the deceased‟s transformation into the afterlife represented by the fish and
birds he hunts. The theme of regeneration in the afterlife became fully developed in the
New Kingdom before being largely in the Nineteenth Dynasty due to changes in the style
tomb programs. Though these conclusions are based on a brief analysis of the scene‟s
long history and complex iconography, the conclusions provide a foundation from which
further, more in-depth research can be completed.
Identifying the Fishing and Fowling Scene:
Through its history, the fishing and fowling scene maintained a general
compositional format creating a recognizable “type.” The most common composition is
a mirrored scene in which two images of the tomb owner face inward towards one
another. Both figures stand in active poses with legs spread, the forward foot planted
firmly and the trailing foot raised onto the ball of the foot (fig. 1).11 One figure, usually
on the viewer‟s right half of the scene, leans forward as he spears two fish, either two
Tilapia nilotica or one tilapia and one Lates niloticus, using a bident spear, a type of
weapon formed from two spearheads that are lashed in a V-shape to a single spear shaft.

11

Francesco Tiradrittri, Egyptian Wall Painting, trans. Marguerite Shore (New York:
Abbeville Press Publishers, 2007), 234-235. This particular scene from the tomb of Menna (TT
69) will not be discussed in the thesis and is simply used here as a well-executed example with
few unique features.

5

The tilapia12 is recognizable by its wide, rounded body and tall, straight dorsal fin as
exemplified in the hieroglyphic determinative for the tilapia,

.13 The Lates14 is

rendered in the Old Kingdom with a thick body, pointed head, and three small humps to
represent the dorsal fin. During the New Kingdom, the fish is drawn with a narrower
body with a long, thin dorsal fin.
The speared fish are held above the water line surrounded by a water arch (or
Wasserberg) in the middle of the scene. Behind the water arch, papyrus plants grow in
orderly rows, forming either a central clump or a long row that acts as the background of
the scene. From the center of these plants, flocks of panicking birds rise into the air
while small carnivores attack abandoned nests.
On the opposite side of the scene, the second image of the tomb owner stands
with his back straight, one arm drawn back to hurl a C or S-shaped throw stick while the
other hand is stretched forward holding several decoy birds by the feet.15 In late Twelfth
Dynasty and New Kingdom scenes, one or more throw sticks are rendered in mid-air,
striking a flying pintail duck which is identified by its slim body, strong wings, and a fan
shaped tail with a distinctive elongated central feather. The pintail is used in several

12

The tilapia is also referred to as Oreochromis niloticus, Sarotherodon niloticus or by
its Arabic name, the Bulti. While Oreochromis niloticus is the most up to date nomenclature used
in the scientific community, Tilapia Nilotica is the most common term employed by
Egyptologists and thus will be used here.
13

Alan H. Gardiner, Egyptian Grammar, 3rd edition (Oxford: Griffith Institute, 1982),
Sign List: K1.
14

The Lates may also be referred to by its common name of Nile perch.

The exact purpose of the birds held in the tomb owner‟s hands is not known. For the
suggestion that they act as decoy while hunting, see Patrick F. Houlihan, The Birds of Ancient
Egypt (Warminster: Aris & Phillips, 1986), 15, 18.
15

6

hieroglyphs that show the bird standing and flying,

16

all of which have the

distinctive protruding tail feather.
The tomb owner‟s wife and or children frequently accompany him on his small
reed boat. The family is drawn half the size of the major figure or less in accordance
with the tradition of hierarchical scale. Female figures are frequently drawn squatting
between the hunter‟s spread legs or standing in front or behind him and the male children
typically stand in front or behind their father, mirroring his actions or passively holding
matching weapons. Subsidiary male figures holding dead game or extra weapons may
also be included on the scene, usually receiving their own ground lines above or behind
the back of the boats.
Using this general template, a large number of fishing and fowling scenes have
been identified in private tombs. Several examples, found mostly in the Old and Middle
Kingdoms, diverge from this “type,” depicting the two hunting figures on separate walls,
facing the same direction or use only half of the scene, either the deceased fishing or
fowling. Because these divergent scenes still contain many compositional elements that
match the mirroring scenes, and because they are a part of the scene‟s development, these
too will be considered.

16

Gardiner, Grammar, Sign List: G 39, G 40, and G 41 respectively.

7

Chapter 2. The Old Kingdom
The fishing and fowling scene first appears for certain in the archaeological
record during the early Fifth Dynasty, though there may be a related scene from the
Fourth Dynasty tomb of Nebemakhet. During the Old Kingdom, approximately fifty
fishing and fowling scenes were included in tomb programs in the Memphite region, in
addition to rare provincial examples. Several compositional arrangements were used
during this time, including mirroring scenes, exemplified in the tomb of Niankhkhnum
and Khnumhotep, separated fishing and fowling scenes as seen in the tomb of Mereruka,
and several tombs that contain only a fishing half or fowling half of the scene. The
presence of multiple compositional arrangements has led several scene types to be
interpreted as fishing and fowling scenes, though they do not exhibit key elements of the
scene. The tombs selected from the Old Kingdom corpus address the variation in
arrangement as well as outline the compositional norms and patterns of use during this
period.
The Mortuary Temple of Sahure at Abusir
The mortuary complex of Sahure at Abusir was constructed during the king‟s
lifetime in the early Fifth Dynasty. The temple which abuts his pyramid was decorated
with many finely carved (although poorly preserved) reliefs, including fragments
containing the remains of a fishing and fowling scene. The mortuary temples of
Userkaf, Sahure‟s predecessor, and his later successor Niuserre also contain marsh
fragments that are too scanty to allow for the positive identification of their subject

8

matter1 leaving the Sahure scene as the first and only confirmable example of a fishing
and fowling scene. 2 While the royal use of the fishing and fowling scene is outside the
scope of this work, as the first known example of the fishing and fowling scene, a brief
overview of the Sahure fragments is necessary.
The carved and painted fishing and fowling scene was located on the north wall of
the pillared courtyard that connected the entrance hall to the interior spaces of the temple
(plan. 1). The fowling scene was in the center, flanked by a spear fishing scene on the
left and a hippopotamus hunting scene on the right. A desert hunting scene was carved
opposite the marsh scene on the south wall. 3 These combined scenes are the first known
examples of the king hunting from the Old Kingdom. 4
In his publication of Sahure‟s temple, Borchardt compiled line drawings of what
he believed to be fragments of the marsh scene (fig. 2).5 Several of these fragments
clearly belong to the scene, including a hand grasping three sets of birds‟ legs, the tips of
wings, and the edge of a papyrus clump with parallel reeds topped with alternating open

1

William Stevenson Smith, The Art and Architecture of Ancient Egypt (New York:
Penguin Books, 1981), 127. Despite the damage, Smith suggests that the Userkaf fragments once
belonged to a fishing and fowling scene.
Michael Herb, “Das durch die Luft wirbelnde Wurfholz in den Bildern der Vogeljagd
des fürstlichen Grabherrn,” in Religion und Philosophie im alten Ägypt: Festgabe für Philippe
Derchain zu seinem 65 Geburtstag am 24 Juli 1991 (Leuven: Department Orientalistiek und
Utigeverij Peeters, 1991), 166. The Mastabase corpus produced by The Leiden Mastaba Project
labels several scenes from Fourth Dynasty private tombs as containing either fishing or fowling
scenes. These scenes are not, however, fishing or fowling scenes as defined by this thesis.
Mastabase, CD-ROM (Peeters/Leiden University, 2008).
2

3

Ludwig Borchardt, Das Grabdenkmal des Königs Sa3hu-rea vol. II: Die Wandbilder
(Osanbrück: Otto Zeller Verlag, 1981; repr., Berlin: Neudruck der Ausgabe, 1913) 28-29.
4

Ludwig Borchardt, Das Grabdenkmal des Königs Sa3hu-rea vol. I: Der Bau, reprint
(Osnabrück: Otto Zeller Verlag, 1982; repr., Leipzig: Neudruck der Ausgabe, 1910), 14.
5

Borchardt, Sa3hu-rea vol. II, pl. 16.

9

and closed umbels. The papyrus plants are limited to a cluster rather than a backdrop to
the whole scene, and small marsh fragments include nests and birds. Several fish are
visible including parts of a large tilapia whose body runs parallel to the vertical zigzag
lines representing water, an arrangement typical of speared fish in fishing and fowling
scenes. There is no evidence of a second speared fish. The tip of a spearhead is visible
above the upper lip of the fish, 6 and the water-line above the head suggests an angular
rather than curved water arch.
Parts of male and female figures have survived as well. There are remains of two
well-dressed women, who are likely members of the royal family close to the king. 7 A
small, leftward facing, red-brown hand probably belongs to a servant or to a male child of
the king which clasps an unidentifiable object. The inclusion of such family and servant
figures occurs regularly in later fishing and fowling scenes. Of the hunting king, only the
aforementioned hand clasping the birds‟ feet and a portion of the king‟s right striding calf
have survived.
These sparse fragments reveal a composition deviating from the inward facing
forms that would become the norm in non-royal tombs. All of the figural fragments,
except for the female head and shoulders, are oriented to the viewers‟ right. Both the
bird-bearing hand and the direction of the spear piercing the head of the tilapia come
from the left to the right. The king fishing and fowling simultaneously is not possible,
because two hands are needed when fowling, one to hold the birds and the other to hold
the throw stick. It is thus probable that the two images of the king hunting were placed

6

The spearhead is sketched in Borchardt‟s line drawing of the fragments from the scene.

7

Borchardt, Sa3hu-rea vol. II, 30.

10

front to back, with both figures facing towards the right or the east end of the pillared
hall. 8
The Tomb of Niankhkhnum and Khnumhotep at Saqqara
The tomb of Niankhkhnum and Khnumhotep at Saqqara was completed shortly
before the construction of the Unas Causeway in the latter half of the Fifth Dynasty. 9
The tomb is distinctive, not only because it is shared by two men of equal rank but also
because of the presence of two fishing and fowling scenes, one in the pillared portico and
one in the antechamber (plan. 2). These scenes exemplify the compositional layouts that
would become the norm for fishing and fowling scenes. In each scene, the tomb owners,
both bearing the title of Overseer of Manicurists of the Palace, appear on one half of the
scene. 10 The hunters in each scene wear short beards and short, flat fronted kilts tied at
the waist similar in design to the one seen in the spearing fragment from the temple of
Sahure. The kilts differ from those worn by the tomb owners elsewhere in the tomb
which have a longer, pleated kilt frequently with a starched apron.11
The first fishing and fowling scene is carved in raised relief in the portico and
would have been visible from the pillared entranceway in ancient times. The scene is
divided on either side of the doorway leading from the pillared portico into the interior of
the tomb with Khnumhotep fishing on the left and Niankhkhnum fowling on the right of

8

The only known comparable example of a marsh scene in a royal tomb is the fowling
and papyrus pulling scene in the Eighteenth Dynasty tomb of Ay which also utilizes a
unidirectional approach. Smith, Art, 349.
9

Ahmed M. Moussa and Hartwig Altenmüller, Das Grab des Niankhkhnum und
Chnumhotep (Mainz: Verlag Philipp von Zabern, 1977), 13.
10

Ibid., 25.

11

Ibid, 58.

11

the passage (fig. 3). Above the doorway and hunting scenes there is an offering scene
and an offering formula to Anubis.
In both halves of the marsh scene, the tomb owners stand in the traditional poses
of the fisher and fowler, their feet at the far ends of the undersized skiffs which rest on a
ground line, rather than on a band of water. Each hunter is accompanied by his standing
wife whose head is only slightly higher than his knee, hooking her arm around his foreleg
and holding a lily to her nose with the other. In front of both wives, their small nude son
with a youthful side lock stands with his finger to his mouth. Both hunters also have a
daughter in a sheath dress, closely cropped hair, and a single lock extending from the
back of her head, squatting between their outstretched legs. Men stand on their own
register lines behind each of the boats, holding extra weapons and previously caught
game for the deceased.
Brief inscriptions are provided for each of the family members and subsidiary
male figures in the scene identifying their name and titles. Above the hunters are
inscriptions identifying their names and titles as well as their activities in the marsh. The
Khnumhotep text is damaged, but a reconstruction reads: [xns] pHww mAA kAt nbt [nt sxt
(?) stt mHyt],12 “Traversing the marshlands, looking upon all the works of Sekhet,
piercing fish‟” followed by his title and his name. The reference to Sekhet, a minor
anthropomorphic goddess of the mash and marsh hunting, appears frequently though not
uniformly in the scene‟s texts. On the opposite side of the doorway, the slightly better
preserved text of Niankhkhnum reads: Hsb [Xnmw m] pHww [m] Dwit,13 “breaking the
swamp birds in the swamp waters in the papyrus thicket.”
12

Reconstruction and transliteration provided in Moussa and Altenmüller, Das Grab, 58.
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A central clump of papyrus plants rises in orderly rows in front of the papyrus
skiffs on both sides of the doorway. Their umbels are staggered to form multiple layers,
among and above which various small water birds fly in different directions as if startled
by the approach of the hunters. Several butterflies and a hunting ichneumon are also
included. On the left side of the scene, a fish-filled water arch with one flat side rises up
from the ground line to the lowest level of papyrus tops. Near the top left of the arch,
two tilapias are caught on Khnumhotep‟s bident spear. Behind the hunter, a man holds
extra single-headed spears and others carry a mullet, pike, cyprinoides, and a tilapia that
the tomb owner has already caught. The fish reflect the determinatives reconstructed by
Moussa and Altenmüller, used in the word mHyt:

the tilapia,

the mullet, and

the pike. 14 These fish simultaneously express plurality and variety in the species of
fish pursued and those already and held in the hands of the subsidiary figures.
On the right side of the doorway, the papyrus grove in which Niankhkhnum fowls
lacks the water arch, and the papyrus plants simply emerge from the ground line, with no
representation of water. In the scene, the tomb owner raises his far arm to hurl his throw
stick, the shape of which is lost due to damage. His forward stretching arm holds a
hoopoe and a stone curlew (or thick-knee) by the feet as they try to flap away. 15 Behind
him, men in two registers hold small marsh birds by the wings and spare S-shaped throw
sticks.

13

Ibid, 60.

14

Alan H. Gardiner, Egyptian Grammar, 3rd edition (London: Griffith Institute, 1982),
Sign List, K1, K3, K4.
15
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Within the flock of birds hovering above the papyrus clump, no large water fowl
or ducks are identifiable. In the word for the marsh birds, Xnmw, the text uses a long
legged bird, too destroyed to identify,

, the hoopoe,16 and a small bird not in

Gardiner‟s sign list as determinatives. Because Xnmw is the object of Hsb, it suggests that
these small birds were the animals being targeted by the hunter. Small birds such as the
hoopoe (and other larks), doves, quail, and coot were consumed in ancient times, though
they were generally shown caught with nets in tomb art.17
The tomb‟s second fishing and fowling scene is located in the antechamber which
is entered from an open courtyard placed within the mastaba. The scene is uninterrupted
by architectural features but drawn on a smaller scale than the portico scene (fig. 4). It is
located on the northern section of the west wall and accompanies other marsh and estate
scenes18 below and to the right of the fishing and fowling scene.
The passengers on both boats are limited to the deceased‟s wife, who squats
between his legs, her left hand wrapped around his back leg, and his son who stands
before him grasping the back of his father‟s knee. At the back of each skiff, a punter
leans forward as he pushes the boat through the swamp. The human figures on the skiff
are once again identified with inscriptions, and the hunters are identified both by their
activities and titles. Niankhkhnum‟s inscription matches that of Khnumhotep in the
forecourt but with Niankhkhnum‟s titles. The bird determinatives vary from the
16

Gardiner, Grammar, G22.
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Salima Ikram, Choice Cuts: Meat Production in Ancient Egypt (Leuven: Uitgeverij
Peeters en Departement Oosterse Studies, 1995), 24-28.
“Estate scenes” refer to images of workmen carrying out the duties necessary for the
running of an estate, such as: butchering or herding animals; craftsmen; agricultural pursuits and
food production. The figures involved in these scenes are also smaller than the tomb owner and
generally separated into several registers.
18
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forecourt inscription and consist of a the owl
standing lapwing

, a swallow-like bird

, and the

.19

The focal point of the scene is the central papyrus grove with its rigidly parallel
stalks and mass of small panicked birds among and above the papyrus caps. A large
section of the papyrus umbels and flock of birds has been destroyed. The S-shaped throw
stick is held in Niankhkhnum‟s upraised hand as well as by two servants standing on their
own register above the punter. In Niankhkhnum‟s forward hand, he holds three stone
curlews by their legs.
The narrow water arch borders the left edge of the papyrus even though the
spearman is on the right side of the composition. Two tilapias are held up by a deeply
split, long handled spear below which smaller fish swim in various directions. The
exaggerated length of the spear was necessary to accommodate the distance between the
hunter and the water arch on the far side of the papyrus cluster.20 Beneath the arch,
unlike in the forecourt scene, a band of water runs the length of the scene, the left half of
which is populated with fish while the right half is bare. Emerging from the water behind
Khnumhotep‟s skiff is a narrow-stemmed plant with sparsely narrow leaves identified as
Phragmites communis21 on which a frog perches. The plant and accompanying frog is a
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The placement of the water arch on the far side of the wall may be a change in the
composition of the scene. The scene may originally have matched the forecourt scene with the
spearman on the right and the fowler on the left with a switch occurring later in the scene‟s
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common feature in Old and Middle Kingdom fishing and fowling scenes though they
appear with less regularity during the New Kingdom.
Creating the scene twice allowed both tomb owners to visually participate in each
activity equally. The two scenes are very similar despite the architectural differences of
the walls on which they were carved. While the antechamber scene excludes the
daughter from the boating party, the scene still presents a nuclear family with husband,
wife, and children. The exclusion of the water band in the forecourt could indicate its
relative unimportance to the scene, while its inclusion in the antechamber scene serves to
visually unite the various marsh scenes occurring on the wall. The mirror image effect
created by flipping the position of the hunting scenes between the rooms insured the
actors maintained their relative positions, with Khnumhotep on the right and
Niankhkhnum on the left. This indicates that the orientation of action was not likely of
central importance to the meaning of the scene.
The Tomb of Sabni, son of Mekhu, at Aswan
The vast majority of fishing and fowling scenes from the Old Kingdom were
limited to tombs in the Memphite area. During the Sixth Dynasty, however, several
examples of the fishing and fowling scene can be found in provincial tombs, such as in
tomb of Sabni (Tomb 26) at Qubbet el-Hawa, opposite Aswan. The tomb, dating to the
reign of Pepi II, 22 shares an entrance hall and pillared chapel with the tomb of his father,
Mekhu (plan 3), although the fishing and fowling scene is only found in Sabni‟s tomb.
Unlike its Memphite counterparts, the scene is isolated on its wall, with no surrounding
daily life scenes (fig. 5).
22
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The composition of the scene is typical but executed in a more schematic manner
that differs from the Memphite style. The papyrus thicket is sparse and small with stiffly
rendered birds flying in orderly rows above the umbels. On the left, Sabni, dressed in a
short kilt and brow band, clutches two small birds while reaching back with his other arm
to throw his stick. A daughter squats between his legs and another stands on her own
register in front of him. On the right, Sabni holds a skewered tilapia and Lates in a water
arch populated with rows of small fish. Under his boat, a water band teems with plant
life and fish with Phragmites plants growing from behind each of the boats.
The accompanying texts do not describe the action but merely gives the name and
titles of the participants. Elsewhere in Sabni‟s tomb, inscriptions tell how he went into
Wawat in Nubia to retrieve the body of his father who died on a trading expedition,
bringing back the goods collected by his father. The king recognized his triumph and met
Sabni when the southerner brought his father‟s cargo to the capital at Memphis. 23
Sabni‟s journey to Memphis to meet the king would have put him near the tombs of the
region and in contact with the fishing and fowling scene, a scene not common in tombs of
Upper Egypt.
Split Scenes
During both the Fifth and Sixth Dynasties, several tombs employed fishing and
fowling scenes that diverge from the general compositional format represented in the
tombs of Niankhkhnum and Khnumhotep and Sabni. For example, the fishing half and
the fowling scene in the tomb of Mereruka is split and separated, with the fishing scene
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Nigel C. Strudwick, Texts from the Pyramid Age, ed. Ronald J. Leprohon (Atlanta:
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placed on the north wall and the fowling scene on the south. 24 In the northern scene,
Mereruka faces right, towards the east wall, holding up a speared tilapia and Lates framed
by a high water arch filled with other fish (fig. 6). At the base of the papyrus clump
before him, diminutive male figures stand on a papyrus boat, spearing hippopotami as
various birds swarm above their heads.
On the south wall opposite the fishing scene, the east-facing figure of the tomb
owner raises his arm to throw a stick. His forearm and the upper half of the papyrus
clump in which he hunts have been destroyed. Similar to the north wall scene, small
male figures punt a skiff through the fish and hippopotamus-filled water as one of the
men grabs an oversized ichneumon by the tail (fig. 7). Both halves of the scene are
damaged, but their legs and shendyt-like kilts survive, as well as the deceased‟s wife in a
sheath dress who stands at the front of the boat.
Between the scenes on their respective walls are several registers of agricultural
and estates scenes. Workmen herd cattle across the river, some carry water to a garden,
and others carry fish and birds. The water band that runs under the hunters‟ boats is
extended to the east, ending the short east wall. This wall disrupts the daily life scenes
depicting Mereruka standing in formal dress with his wife facing six registers of servants.
In the tomb of Djau at Deir el-Gebrawi, dating to the reign of Pepi II,25 the fishing
and fowling scene is divided with the fishing and fowling figures separated but placed on
the same wall. The two hunting figures face the opposite walls rather than inward
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towards one another (fig 8). The intervening space is filled with several registers of men
carrying out daily life activities and another image of the tomb owner in the marsh.
Half Scenes
More divergent from the traditional presentation of the fishing and fowling scenes
are the tombs that contain only one half of the scene. These half scenes contain all the
traditional elements of a fishing or fowling scene but lack their counterpart. A spear
fishing scene in the Fifth Dynasty tomb of Hetepherakhti from Saqqara depicts the tomb
owner spearing a large tilapia and Lates while his nude sons stand in front and behind,
holding birds by their wings (fig. 9). 26 The papyrus marsh is filled with fluttering birds
and marsh animals below which runs a water band containing Nilotic animals. A
Phragmites sprouts from under the back of the boat. The accompanying text describes
the tomb owner mAA pHww stt mHyt, “seeing the marshlands, spearing fish,” using a
synodontis,

a puffer fish, and

27

a mullet as determinatives, contrasting the

speared fish.
The Sixth Dynasty tomb of Niankhpepi, also at Zaweit el-Mayetin, contains a
lone fowling scene in which the tomb stands against a background of papyrus plants
while small rowers and a punter propel him through the water (fig. 10). The deceased‟s
wife sits at the front of the boat and the text above her, the only text in the scene, has
been almost completely destroyed. The tomb owner‟s knee length kilt with trapezoidal
apron is unique in fowling scenes, as is the sash worn across his chest.
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The purpose for only using one half of the traditional dual image is not known. It
does suggest however that the intrinsic meaning of the scene was not dependent on the
presence of both images. Whether this indicates that the two scenes had equivalent
meanings or individual interpretations that could stand on their own is difficult to
determine. It does reveal, however, that during the Old Kingdom the fishing and fowling
scene had not yet become rigidly standardized as a unified motif in private tomb art.
The Tomb of Nebemakhet at Giza and Alternate Marsh Scenes
Another composition that has been identified by some scholars as a fishing and
fowling scene is found in the tomb of Nebemakhet located on the Giza Plateau. The
tomb predates the other examples discussed in this chapter, dating to the reign of
Menkaure of the Fourth Dynasty. 28 In the first chapel room, on the south side of the west
wall, is what Erika Feucht has identified as the first known example of a fowling scene,29
although no complementary spearfishing scene exists in the tomb. No text accompanies
the scene, but elsewhere in the tomb the hunter is identified as the son of Khafre and
Meresankh III and carries numerous titles including Hereditary Prince and Vizier.
The scene takes up the upper corner on the west wall with the lower half largely
destroyed by a niche added after the scene was completed (fig. 11).30 The background is
filled with orderly papyrus reeds on top of which small birds including the hoopoes and
28
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egrets perch calmly. Two ichneumons (Egyptian mongoose) climb papyrus plants that
bend under their weight. Nebemakhet stands in the center of the composition holding a
V-shaped object that has been identified as two straight throwing sticks held together31
and as a split spear.32
The identification of the object as a spear is unlikely because there is no shaft
extending from the connecting ends of the V. In his forward arm, rather than holding live
birds, Nebemakhet grasps one of the papyrus plants that line the background. In front of
Nebemakhet, a bird flutters above her nest as an ichneumon approaches. The lower
halves of the plant and tomb owner are cut off by the niche, making it impossible to
identify if the plant has been uprooted or not. A portion of the papyrus boat‟s stern
survived the damage revealing a small male punter, the tomb owner‟s only companion. 33
While the composition is a marsh scene in which several scholars assumed the
tomb owner is hunting, it is difficult to determine if the one animal in his line of sight—
the flying bird—is his intended victim. If the objects clutched in the tomb owner‟s
upraised hand are throw sticks, two seems superfluous for hunting one bird. A similar
but mostly destroyed scene is found in the aforementioned tomb of Djau dating to the
reign of Pepi II,34 in which the tomb owner holds a nearly identical weapon in his
upraised hand (fig 12). To the right of the V-shaped weapon scene, is the split fishing
and fowling scene mentioned previously. The fowling half shows the deceased holding a
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C-shaped throw stick and a group of birds in his hands. It is highly unlikely that the Cshaped throw stick and V-shaped weapon scenes depict the same activity of fowling with
only one complementary fishing scene. While the arrangement of the three scenes in the
tomb of Djau is exceptional, it also clearly suggests that the Djau and the Nebemakhet
scenes represent something other than fowling scenes.
The Nebemakhet example is also similar to another, later marsh composition
often labeled as a fowling scene. It depicts the tomb owner holding a split spear made
from a papyrus reed still topped with its umbel and grasping a papyrus reed in his other,
forward hand. One such example is the late Fifth Dynasty Giza tomb of Iasen (G 2196)
in which the tomb owner stands on a skiff in a papyrus thicket, holding a papyrus stalk
split half way up the stem above his head (fig. 13).35 He holds another papyrus stalk
vertically in his opposite hand. The calm water birds perched on the umbels of the
papyrus stalks match those from the Nebemakhet scene as does the absence of birds in
front of Iasen, except for two pintail ducks held by a servant who stands on the boat‟s
ground line, well below the spearman‟s line of sight. One interpretation presented by
Yvonne Harpur identifies this split spear scene as a male version of the zsS wAD, or
papyrus pulling scene.36 Harpur does not address the rarer scene with the tomb owner
wielding the V-shaped weapon found in the tombs of Nebemakhet and Djau.
The visual effect of the V-shaped weapon and papyrus spear scenes is also
slightly different than that of fowling scenes. There is a general lack of movement
created by the calm birds and uninterrupted rigidity of the papyrus plants, which contrasts
35

William Kelly Simpson, Mastabas of the Western Cemetery Part I (Boston: Museum of
Fine Arts Museum, Boston, 1980), pl. 30. See appendix for other tombs with this scene.
36

Yvonne Harpur, Decoration in Egyptian Tombs of the Old Kingdom: Studies in
Orientation and Scene Content (London: Routledge and Kegan Paul, 1987), 183.

22

with the panicking swarms of birds that flock above and among the plant life in fishing
and fowling scenes. The fowling scenes also have multiple targets for the tomb owner to
attack and always a group of birds held in his forward hand, rather than the papyrus reed
seen in these examples. The identification for the V-shaped weapon and split spear
scenes‟ subject matter is outside the scope of this thesis, but it clear that despite the
compositional similarities, these scenes are not examples of the fowling scene.
Conclusion
The tombs discussed here reveal the flexible nature of the fishing and fowling
scene during the Old Kingdom. This flexibility has led to misidentifications of other
marsh scenes, specifically the V-shaped weapon and split papyrus spear scenes, as
examples of the fowling scenes even though the elements of these scenes do not support
such a conclusion.
The true fishing and fowling scenes identified here are generally uniform, varying
most notably in placement of the scene on the wall or walls, the identity and number of
figures accompanying the hunter, and the birds the tomb owner uses as decoys. The short
kilt of the tomb owner, his stance, the accompanying text, and other features of the
scene‟s human element are, on the other hand, consistently rendered. Although, the
environment shows some variation in the size of the papyrus grove, the use of a water
band, and the objects populating the water, the rendering of the plants, the presence of the
Phragmites plant, and variety of marsh animals in the swamp are uniform.
While the scene originated as a royal motif during the Fifth Dynasty, and possibly
in earlier examples now lost, the non-royal couriers embraced the scene and its
compositional possibilities. The popularity continued to grow and expand to the
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provinces, particularly during the latter half of the Sixth Dynasty. In both the Memphite
and the provincial examples, the artist employed the motif in different ways, placing it
together, separated by scenes of marsh activity, or including only as a half scene. The
motif‟s variety of forms shows an interest in experimentation and deviation from earlier
examples rather than a concern for maintaining a specific compositional arrangement.
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Chapter 3. The First Intermediate Period and the Middle Kingdom
After the collapse of the Old Kingdom, Egypt fell into periods of social turmoil
and political insecurity during which power was placed in the hand of regional nomarchs.
Even with the greater central control during the Eleventh and Twelfth Dynasties of the
Middle Kingdom, some nomarchs wielded great influence in their regions. It was in the
tombs of these nomarchs that the fishing and fowling scenes from the First Intermediate
Period and Middle Kingdom are typically found.
During the Eleventh Dynasty, Beni Hasan was the burial site for the nomarchs of
the Oryx Nome1 and contains the few known examples of the fishing half of the scene
from this period, though there is no evidence for the fowling half of the scene‟s use at the
site until the Twelfth Dynasty. These scenes show a stylistic divergence from the Old
Kingdom compositions and lack its naturalistic rendering of figures. This deviation may
be explained in part by the use of provincial artists who lack familiarity with the
Memphite tombs and were generally less skilled as those working under royal patronage.
The Twelfth Dynasty fishing and fowling scenes, by contrast, utilized both halves
of the scene with both hunters facing inward and returned to a style similar to that of the
Old Kingdom. The scene was particularly popular at Meir but can be found sporadically
in both Upper and Lower Egypt, including Beni Hasan. Like the Eleventh Dynasty
examples, these tombs belonged mostly to regional nomarchs.
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The Tomb of Baqt I, No. 29, at Beni Hasan
The Eleventh Dynasty tomb of Baqt I at Beni Hasan is the first in a series of
tombs belonging to a family of nomarchs of the Oryx Nome.2 The spear fishing scene is
located in the main chamber on the eastern end of the north wall; above it men lasso
desert quadrupeds (plan 4). The organization of marsh scenes on the lower half of the
north wall, with desert hunting scenes in the upper portion, is common in the Eleventh
Dynasty Beni Hasan tombs.
The fishing scene is oriented towards the right, with Baqt facing towards a
rectangular papyrus thicket (fig. 14). Unlike earlier scenes, no birds are drawn above the
plant umbels, taking away much of the visual excitement of earlier scenes. Below the
papyrus tops, the rest of the papyrus thicket and the front third of the hunter‟s skiff have
been destroyed. A tilapia and the portion of a second fish are held in the air by Baqt‟s
spear in front of the papyrus plants. There is no visible trace of a water arch in the scene.
On the far right side of the papyrus clump, three registers of laborers work in the marsh,
pulling and bundling papyrus plants.
Accompanying Baqt is his wife who stands behind him with flowers clutched in
each hand; in front of her, an inscription—the only one surviving in the scene—gives her
name and titles. A male figure stands at the prow of the skiff holding a spear shaft who is
likely the tomb owner‟s son. The form of the papyrus skiff is unique, for rather than
being curved upwards at the ends it is a flat plane. The design might represent a papyrus
raft or float, a simpler form of reed-made vessel3 or be a peculiarity in the rendering of
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the skiff. Below the float, where one might expect a water band, the space is sparsely
decorated with simple plant forms.
The tombs of Baqt‟s successors reuse some of the imagery from this tomb,
including the half fishing scene. Baqt‟s son, Baqt II (No. 33),4 is depicted in a very
damaged scene where he appears to spear fish (now destroyed) alone (fig. 15). The tomb
of the last nomarch of the family, Khety (no. 17), has a very strange scene which placing
the fishing scene in which the tomb owner stands, apparently in empty space, holding a
harpooned and speared tilapia (fig. 16).5 He faces eight registers of men carrying out
various activities in the marshes. These small marsh scenes are the only location given
for the figure of Khety who is otherwise completely decontextualized in the scene. At the
site, the fishing and fowling scene falls out of use in the area until it appears in the
Twelfth Dynasty tomb of Khnumhotep II.
The Tomb of Khnumhotep II, No. 3, at Beni Hasan
Khnumhotep II‟s tomb is located at Beni Hasan, but dates to the 6 th year of
Senusret II6 during the Twelfth Dynasty. Khnumhotep bore the titles of Hereditary
Nobleman, Overseer of the Eastern Desert, and other positions relating to the king. 7 The
decorative style of the tomb is much closer to that of Old Kingdom scenes than to the
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earlier Eleventh Dynasty tombs at the same site.8 The tomb‟s fishing and fowling scene
is rendered on the east wall of the main chamber, flanking the doorway leading into a
small shrine room (plan 5).
The left side of the doorway is occupied by Khnumhotep holding three birds and
an S-shaped throw stick as he fowls in a sparsely populated thicket. His first wife kneels
at his feet and a woman believed to be his second wife sits on her own ground line above
the skiff behind him. 9 His son, Nakht, stands on a separate ground line at the back of the
boat while a valet named Khnumhotep stands at the front, holding the tomb owner‟s
sandals. Khnumhotep wears a short kilt that contrasts the spearing half of the scene to
the right side of the doorway, he wears a semi-transparent knee length skirt over the short
kilt.
On the right side of the doorway, Khnumhotep is accompanied by his son
standing once again at the stern on his own ground line and the valet Khnumhotep who
holds a bident spear and harpoon reel in front of the tomb owner. Unlike the fowling
scene, the valet faces Khnumhotep rather than the marsh. The valet‟s presence at the
prow of the boat, usually reserved for members of the deceased‟s family, is unique in to
this tomb.
Framing the doorway, on both halves of the scene, are tall papyrus thickets
populated with various water birds while spotted genets (a small wild cat) and
ichneumons climb up reeds. On the right, a tall, narrow water arch encases a large tilapia
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and Lates on a bident spear. Beneath the plants and boats, a water band teems with fish,
hippopotami, and crocodiles. The papyrus boats themselves present one point of interest:
a wadjet eye drawn on the prow. While the eye is known to have adorned the prow of
several large trade and war ships during the New Kingdom,10 it was not apparently
common on small vessels. The few boats it is found on are funerary barges and the
celestial bark, both small boats made in imitation of reed vessels (fig. 17).11
Above the fishing scene, a vertical register of text reads iry-pat HAty-a wr mHt Apdw
mry sxt nbt Hb XnmHtp, “The Hereditary Prince, nomarch, great of fish and fowl, whom
Sekhet Mistress of the Chase loves, Khnumhotep.” The text associated with the fishing
scene reads xns SAw sSw pHww in iry-pat HAty-a imy-r Saw sSw Hb, “traveling the bird pools
and the marshes and bird pools, by the Hereditary Prince, Ha-Prince, the chief canoer in
the marshes and bird pools.” The fowling half of the scene only says xns SAw pHww,
“traveling the marshes,” by the tomb owner followed by his titles.
The Tomb of Senbi, B. 1, at Meir
Senbi, son of Ukhhotep, lived during the reign of Amenemhat I and is the first
known nomarch of Cusae during the Twelfth Dynasty. 12 His rock cut tomb at Meir is
comprised of a square chapel entered from an undecorated entranceway. 13 The fishing
and fowling scene reflects the influence of the Old Kingdom and is located on the west
end of the north wall. The scene has only small areas of damage, except for a large,
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University Press, 1914), 8, 11.
13

Ibid., 21. The west wall was never decorated.

29

circular gap in front of the spearing figure of Senbi that has largely destroyed the image
of his wife (fig. 18). Both images of Senbi portray him with short, curly hair and a short
kilt similar in style to that of the Old Kingdom marsh hunters.
The fishing and fowling scene is oriented with Senbi spearing a tilapia and Lates
in a tall water arch on the left half of the scene. He holds the spear almost at chest height
while his wife, Perhemutmeres, stands at the prow with a bundle of water plants in her
hand. In front of the water arch, a long, multilayered papyrus thicket grows from the
water in which seven hippos cluster together between the skiffs. Under the boats, various
aquatic plants grow in small fan shaped clusters.
On the far right of the scene, Senbi holds a short C-shaped throw stick and three
baby birds, while his wife stands before him, facing the thicket, grasping a pintail duck
and a lily flower. Another throw stick is shown in mid-air, hitting a flying pintail duck in
the neck, one of the earliest examples of a throw stick already thrown by the tomb owner.
Up to this point in time, the depiction of the throw stick while in flight is unique within
this genre, as Egyptian style generally renders action that is either complete or not yet
started. By showing the throw stick in mid-air, the artist captures a specific moment in
time. In later scenes, the portrayal of the throw stick striking the bird—always a
pintail—while in flight was to become the norm.
The text accompanying the fowling half of the scene tells of amaA r swt,“throwing
at pintail ducks” by Senbi, accompanied by his various titles. Unlike earlier texts, the
specific species of the bird is provided in the text and matches pintail ducks in the scene
that are hit with the throw stick and held in the wife‟s hand. Similarly, the fishing
inscription, stt intw, “spearing tilapia fish,” specifies the tilapia as the fish hunted. The
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exclusion of the Lates in the text could indicate favoritism for the tilapia, the more
commonly portrayed fish. The determinatives mirror the specific action of the scene, a
rare divergence from the multiple species determinatives used in other fishing and
fowling scenes.
The scene as a whole has a sense of activity, movement, and dynamism in
contrast to the stiff and, at times, awkward scenes of the Eleventh Dynasty. The birds fly
in different directions and in different positions, the hippopotami interact and overlap
each other, and the visually complex rendering of the multi-tiered papyrus grove
emerging from the multiple zigzag lines creates a slightly busy feel. The throw stick
rendered in midair, at the moment of impact, only adds to the sense of dynamic
movement.
Conclusion
The Eleventh Dynasty fishing scenes at Beni Hasan, in general, are sparsely
rendered, ignoring the flying birds or un-speared fish typically found in Old Kingdom
scenes. Even the original compositional design is slowly eroded, most evident in the
seemingly random placement of Khety holding a speared fish. The tombs also ignore the
fowling portion of the scene that was so common in earlier examples, though the Beni
Hasan scenes do continue to be visually related to other “daily life” marsh scenes similar
to those of the Old Kingdom and also create a visual bond with desert hunting scenes
commonly placed at the top of the scenes. During the consolidation of administrative
power under the Twelfth Dynasty kings, the Old Kingdom style of fishing and fowling
scene experienced a resurgence. At this time the Beni Hasan and, to a greater degree,
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Meir artists executed their fishing and fowling scenes in a naturalistic and energetic style,
embracing the visual complexity of the scene.
By the reign of Sesostris III during the Twelfth Dynasty, the tombs of the
nomarchs disappear from the archaeological record 14 and with them went the use of the
fishing and fowling scene. The end of the Twelfth Dynasty again saw the decline of the
centralized royal power bringing about the end of the Middle Kingdom. The fishing and
fowling scene remained absent from the archaeological record during the Second
Intermediate Period, perhaps partially due to the poor preservation of mortuary structures.
However, with the rise of the Eighteenth Dynasty and the start of the New Kingdom, the
fishing and fowling scene once more appeared in the decorative programs of private
tombs, this time at Thebes.

Gae Callender, “The Middle Kingdom,” in The Oxford History of Ancient Egypt, ed.
Ian Shaw (Oxford: University Press, 200), 175.
14
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Chapter 4. The New Kingdom and the Late Period
During the New Kingdom, the fishing and fowling scene was limited to the
private tombs of the Theban area.1 During the Eighteenth Dynasty, when the fishing and
fowling scene was most common, the motif was highly standardized using the mirrored
composition2 and abandoning the use of split scenes and single scene composition. 3
Details within the composition such as the form of the papyrus thicket, the animals
included in the scene, and the positions of the boating party on the skiff vary slightly
between examples.
The scene was popular until the reign of Akhenaten which led to a change in the
subject matter of tomb programs from an emphasis on “daily life” and funerary feasts to
mortuary and underworld scenes.4 This change in tomb programs did not completely
eliminate the fishing and fowling scene which was used in several Nineteenth and
Twentieth Dynasty tombs, though the composition of these examples breaks from the
1

While recent excavations have been carried out at New Kingdom Memphite cemeteries,
only a small sections of the site has been cleared, making it very possible that yet undiscovered
fishing and fowling scenes are to be found in Lower Eygpt. Geoffrey T. Martin, “Preface,” in
The Memphite Tomb of Horemheb: Commander-in-Chief of Tutaankhamun, vol. II, A Catalogue
of the Finds, Hans Diederik Schneider (Louvain: Orientaliste, 1996), ix.
2

An exception is found in the Sheikh Abd el-Qurna tomb of Userhat, TT 56, dating to the
reign of Amenhotep II in which both hunting figures face to the right. The tomb is oriented to the
south, rather than the more common western orientation. This could have affected the
arrangement of the decorative program in the tomb, including the fishing and fowling scene.
Sigrid Hodel-Hoenes, Life and Death in Ancient Egypt (Ithaca: Cornell University Press, 2000),
66-67.
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The tomb of Rekhmire, TT 100 at Sheikh Abd el-Qurna, contains a lone fowling scene
with no accompanying spear fishing scene. Bertha Porter and Rosalind L. Moss, Topographical
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edition (Oxford: Griffith Institute, 1985), 210.
Nigel Strudwick, “Change in Continuity at Thebes: The Private Tombs After
Akhenaten,” in The Unbroken Reed: Studies in the Culture and Heritage of Ancient Egypt in
Honour of A. F. Shore, ed. Christopher Eyre, Anthony Leahy, and Lisa Leahy (London: Egyptian
Exploration Society, 1994), 323-324.
4
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uniformity of the early Eighteenth Dynasty examples. After the Twentieth Dynasty, the
scene disappears from the archaeological record aside from one archaizing example
dating to the Late Period.
The Tomb of Amenhotep, TT 73
Amenhotep was buried at Sheikh Abd el-Qurna and bore several titles including
Chief Steward, Warrior of the King, and Overseer of Works on the Two Great Obelisks
in the Temple of Amun. As indicated by his last title and other inscriptions in his tomb,
Amenhotep lived and worked on royal projects during the reign of Queen Hatshepsut
around 1479-1457BCE. The tomb was likely never completed and only the northern
half of the pillared transverse hall appears to have been decorated. A poorly preserved
fishing and fowling scene survives on the northern half of the east wall with marsh motifs
flanking it on both sides of the scene (plan 6).5
The scene is a mirrored image with the spearman on the viewer‟s left and the
fowler on the right in active stances, both facing inward to a rectangular clump of ridged
papyrus plants (fig. 19). The men stand alone on their skiffs and appear to wear short
shendyt-like kilts with a semi-transparent ankle length overskirt and broad collars.
Behind Amenhotep‟s spearing figure, two men in elegant kilts, one identified as his
brother, 6 stand on their own ground line above the back of the skiff. Behind the fowler
on a separate register, a male figure dressed in a simple kilt holds a throw stick forward in
one hand and four pintail ducks by the wings in the other. No identifying text
accompanies the figure.
5

Torgny Säve-Söderbergh, Private Tombs at Thebes, vol. 1: Four Eighteenth Dynasty
Tombs (Oxford: Oxford University Press, 1957), 1.
6
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The only water in the scene is located beneath the papyrus clump between the two
hunting skiffs which sit on the ground line. No water arch rises from the water and
Amenhotep plunges his spear straight down to the ground line. There are no fish drawn
on the other end of his spear, caused either by damage to the scene or simple omission by
the ancient artist. The latter is the most likely because there is little space for a fish to be
drawn where the spear enters the water. A similar but badly damaged fishing scene from
the tomb of Antef, TT 155, shows a tilapia and a Lates being speared below the water
with only a slight bulge in the water above the fish to accommodate the extra space
needed (fig. 20).7
In the fowling scene, the tomb owner holds three blue herons as decoys, while
reaching back with an S-curved, snake headed throw stick in his other hand. One throw
stick has connected with the neck of a pintail duck flying amongst a swarm of startled
birds that extend from the top level of papyrus umbels to the top of the scene. Below the
umbels, more birds fly amongst the reeds as four ichneumons attack nests while
butterflies and dragonflies flutter among the chaos.
The accompanying inscriptions describe the fishing activities as: xns SAw bhbh
sSw sxmx-ib stt mH[y]t m pHww, “traversing the marshes, threading the duck swamps,
enjoying spearing fish in the marshlands,” and the fowling as sxmx-ib mAA b[w] nfr irt
sxm m kAwt sxt, “taking enjoyment, seeing the of good place and doing the pastime in the
works of Sekhet” by the deceased. The determinatives for fish once again use multiple
fish species, reminiscent of the inscription in the tomb of Niankhkhnum and
Khnumhotep. The texts do not mention the act of fowling specifically. As a whole, the
texts emphasize the pleasurable quality of marsh hunting.
7

Säve-Söderbergh, Private Tombs, pl. 14.
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The Tomb of Nakht, TT 52
Nakht was a scribe and astronomer of Amun who lived under Thutmosis IV and
Amenhotep III. He had his small tomb constructed at Qurna, and only the transverse hall
was decorated. The fishing and fowling scene was painted on the north side of the west
wall to the left of which Nakht and his wife sit before an offering table (fig. 21). Below,
men carry out the harvest and process grapes, butchering, and other estate activities.
Short papyrus plants growing from a thick red-brown zigzag band of earth form the
background of the scene. Above the stocks, the top of a grass-like plant or weed is
visible, an addition not common in marsh scenes. A band of dark blue representing water
runs under the scene on top of which Nakht and his elegantly dressed family ride on
undersized skiffs. Nakht wears a broad collar, wristlets and a knee length kilt with a
narrow, pointed apron over which is drawn a long semitransparent skirt. On the left side,
his hair is short and curly while on the right he wears shoulder-length hair; both figures
have short beards.
On the left, Nakht fowls with a long, snake headed throw stick while holding a
single blue heron. His nude son mimics his gestures, holding a throw stick in one hand,
and a duck pinned by the wings in another as he looks up at his father for instruction. 8
Above the umbels, only pintail ducks flock among butterflies and dragonflies, with the
exception of two ducks, including one female, that perch near egg-laden nests. Among
the flocking birds, two ducks are struck in the neck with the hunter‟s throw stick. Two
women accompany each figure of Nakht, one sitting between his legs holding a flower,
In the Sixth Dynasty tomb of Ibi at Deir el-Gebrawi the tomb owner‟s son also mimics
his father‟s movements in the fishing and fowling halves of the scene. Yvonne Harpur,
Decoration in Egyptian Tombs of the Old Kingdom: Studies in Orientation and Scene Content
(London: Routledge and Kegan Paul, 1987), 448.
8
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probably representing a daughter. The other stands behind him holding onto his waist
with one hand, and clutching a duckling to her breast with the other.9 Behind the family
an unidentified man holds a throw stick and two unresisting ducks while a second holds a
throw stick with a pair of sandals hung on his arm and a sack over his back.
In the middle a low water arch frames a tilapia and Lates held aloft by the
hunter‟s spear that was never added. Despite the missing spear, Nakht stands in the
traditional pose with his wife once more behind him, holding onto his waist while his
daughter kneels between his legs. Before the tomb owner, a small nude girl with a side
lock, multiple armlets, broad collar, and waist band points to the speared fish with one
hand while reaching up to Nakht with the other. The positioning of her arms makes it
appear she is imitating the movements of Nakht, mirroring the nude boy on the fowling
portion of the scene. Behind the family, a small unidentified figure stands above the
stern of the boat.
In front of the nude children, missing sections of plaster indicate where a goose
likely stood on the prow of the boat.10 The bird has been interpreted as the goose of
Amun11 or as a decoy animal to hide the skiff‟s approach and prevent the birds from
startling too early.12 The goose is not shown in fishing and fowling scenes until the
Eighteenth Dynasty in the Theban area where Amun was the chief deity. It is possible
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the geese were intentionally destroyed during the Amarna period because of their
association with the god Amun.13
The inscriptions accompanying the scene are similar to those in the tomb of
Amenhotep (TT 73). The fowling text reads sxmx-ib mAA b[w] nfr sm kAt sxt in smAy n
nbt Hb, “taking enjoyment, seeing the beautiful place, a pastime, the work of Sekhet by
the companion of the Mistress of the Catch,” and xns sSw hbhb SAw sxmx-ib stt mHyt,
“traversing the duck swamp, threading the marsh, taking enjoyment spearing fish” which
is followed by a damaged section of text. To the left of the scene, the couple sits before
an offering table; its accompanying text reads sxmx-ib mAA b[w] nfr inw n sxwt n mH(w),
“taking enjoyment, seeing the good place and the products of the fields of Lower Egypt.”
While the text refers to the products placed on the table before them, the phrase “enjoying
the sight of the good place” is the same as that in the marsh hunting scene. This suggests
that the couple is watching the marsh proceedings and entertainment can be drawn from
watching the hunting activities as well as participating in them.
The Paintings from the Tomb of Nebamun
Nebamun was a Scribe and Grain-accountant of Amun likely during the reign of
Thutmoses IV or Amenhotep III.14 The location of his tomb has now been lost but
several large fragments of painted plaster were acquired by the Nineteenth century
antiquarian Henry Salt, who sold them to the British Museum where the paintings now
reside. 15 Probably the most famous fragment is the damaged but beautifully rendered
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Parkinson, Nebamun, 39-41.
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fowling half of a mirrored fishing and fowling scene. The scene depicts Nebamun
holding three light blue egrets and preparing to hurl S-shaped throw sticks into a cloud of
panicking birds. None of the animals appear to be hit with a throw stick, and no throw
stick is visible in mid-flight (fig. 22). Behind Nebamun, his festively dressed wife stands
holding a bouquet and a menat while his nude daughter sits between his legs. At the front
of the skiff, a red-breasted goose stands, its mouth open.
In front of the skiff, a large cat is unrealistically rendered sitting on reeds
attacking three birds at once. Cats are not included in the Old and Middle Kingdom
fishing and fowling examples but could be used in place of small predatory animals of
earlier periods like the genet and ichneumon, which are not used in the Nebamun scene.
However, unlike the other predatory animals, the cat does not attack baby nestlings but
adult birds. It has been suggested that the cat was a hunting companion brought by the
tomb owner to flush birds from the marsh. 16 Others have suggested the cat represents the
cat of Re,17 possibly a counterpart to the goose who has been connected with Amun, a
fellow creator god.
The rushes from which the birds fly is drawn in a fan shape with short, pointed
blades of grass growing at its base. The water is filled with fish and aquatic flowers and
a Phragmites grows at the prow and stern of the skiff. At the far left of the scene, the
remains of a tilapia and the narrower tail Lates can be seen swimming beneath the water.
The lower part of a spear is also visible piercing the back of the tilapia indicating the
mirrored spearfishing scene, like that in the tomb of Amenhotep, does not employ a water
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1996), 86.
17

Parkinson, Nebamun, 132.

39

arch. Aside from the two fish and the spear, two small fragments from the Moïse Lévi de
Benzion collection (now housed in the Egyptian Museum, Cairo) show the upper torso
and head of the fishing Nebamun and his wife. 18 The two scenes have been combined by
the British Museum to create a facsimile of what the original scene might have looked
like originally (fig. 23).
The text for the fishing half of the scene is very damaged and only pHww […] n
mri n sxt “marshlands […] for the beloved Sekhet” remains. The text in the fowling half
has fared better reading sxmx-ib mAA bw nfr irt s[…] m kAt sxt “taking enjoyment, seeing
the good place, doing the pastime […] in the work of Sekhet.” A caption next to the
wife, rather than identifying her name and titles reads: sxmx-ib mAA bw nfr m st nHH aHaw
Awi […] “taking enjoyment, seeing the good place in the place of eternity, and a long
lifetime…” This is one of the few times the afterlife is ever referred to in the fishing and
fowling scene.
The Tomb of Djehutymes, TT 32
As a result of the changes to non-royal tomb art brought on by the Amarna Period,
the use of the fishing and fowling scene and other “daily life” scenes declined
dramatically. 19 Nevertheless, several tombs from the Nineteenth and Twentieth
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A small fragment dating to the Amarna period depicts a tilapia fish with a spear run
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Dynasties incorporated the scene in their tomb programs including that of Djehutymes, a
Chief Steward of Amun during the reign of Ramses II.20 The tomb of Djehutymes is
located at el-Khokha and follows the general layout of other Ramesside tombs in the
area21 with a transverse hall that leads to an axial hall that opens into the shrine room,
offering room, and a side chamber. The fishing and fowling scene is rendered on the
west wall of the axial hall and shares the wall space with a bird netting scene on the far
left side (fig. 25). The scenes are badly damaged, but the activities are still discernable.
Both hunting figures appear to wear calf-length long skirts, and a wristlet is drawn on the
one surviving hand. A sparse row of papyrus grows from the water band that runs under
the entire scene forming a backdrop. The marsh grows into a thicker, taller cluster
between the two hunters and again at the far right end of the scene.
The figure of Djehutymes on the left half of the scene stands in the traditional
spearing pose, although no spear was drawn in his hands. A Lates swims in a low water
arch that rises up in front of the boat, most likely the animal being speared. 22 The fish
and low water arch is reminiscent of the early Eighteenth dynasty tomb of Antef, TT 155.
Two other fish swim under the spearman‟s boat.
Behind Djehutymes, his wife stands in a sheath dress holding a line to which
several fish are tied. The stern and prow of the boat have been damaged, eliminating any
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evidence of other family members. The text is damaged, but provides a unique variation
on the earlier examples. The tomb owner describes the event himself:

Hrw nfr iw Hb.n.tw.i m mri n sxt wAD.n.i pA nDm kA wr Hb-w [HAmi…] rm n
mH 7 m sint nt [mH ?...] fAi sw […] n wnm sw s 10 ssA im.f
On (this) fine day, I am in feast in the marshlands of Sekhet, I am happy,
sweet is the ka when the catch is great […catching] fish of 7 cubits in the
boat […cubits?] carrying it […] not even ten people can eat it (though)
satisfied they are with it.23

The text refers to a fine day during a feast or festival of Sekhet rather than to the
traditional, unspecified “happy day” spent in the marshes doing the goddess‟ work. 24
While the text emphasizes the usual pleasure associated with marsh hunting, the mention
of the ka is unusual and puts emphasis on the positive spiritual effect of the activity. The
specification of a single fish measuring near a monstrous three and a half meters in length
is also unique.
The opposite half of the scene has a similar degree of damage (fig. 25). The tomb
owner‟s arms are largely destroyed, and nothing remains of the throw stick or birds he
likely held in his hands. On the back of his boat, the head and shoulders of a man are
visible as well as an object, possibly a game bag, thrown over his shoulder. Above the
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papyrus umbels, an unusually straight throw stick strikes a duck and another downs a
blue heron, another unique feature of the Djehutymes scene. No other birds are visible in
the marsh.
The text accompanying the fowling half of the scene does not deal with the act of
bird hunting but talks almost exclusively about killing a turtle, an enemy of Re. The text
describes the tomb owner: aHA Stit xft n […] smA [Stit n ra], “fighting the turtle when […]
killing [the turtle for Re],” and anx ra mt Stit TAw n nty [m DbAt], “(as) Re lives, (as) the
turtle dies, air is given to him [who is in the sarcophagus]…” and [s]mA Stit iri […] mAa
xrw ra nxt “killing the turtle…True of voice is Re, the victorious […] this turtle.” 25
The emphasis on killing an enemy of Re in the form of a turtle is obviously
inconsistent with a scene of the tomb owner fowling. Within the scene, there is one turtle
that swims beneath the water in front of the fowler‟s boat with no evidence of anyone on
the boat attacking or killing the animal. It is possible that a third figure is on the prow of
the fowling skiff, but now missing due to the extensive damage to that part of the scene.
The turtle is also far away and at the wrong angle to be the object of the fisherman‟s
activities, especially when the spearing text refers to catching a single large fish.
The inscription itself is not unique however and can be found in other New
Kingdom tombs, particularly during the Nineteenth Dynasty, which relate to a tradition of
the turtle‟s meat being abhorrent to the god Re.26 A scene in the Nineteenth Dynasty
tomb of Nebwenenef (TT 157) a scene matching the present fishing and fowling scene
closely in composition. It depicts the tomb owner spearing a turtle who stands at the base
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of a tall water arch in a papyrus grove (fig. 26). The accompanying text speaks of killing
the turtle for Re as well as Osiris. 27 The scene next to this one depicts the man spearing a
hippopotamus, an animal associated with Seth and chaotic forces (discussed further, p.
84).
The reasoning behind coupling the turtle text and the fowling scene, two
seemingly variant activities, in one scene is unclear. The tomb owner mentions that with
the death of the turtle, “air is given to him [who is in the sarcophagus].” The individual
in the sarcophagus is likely the tomb owner and the air represents the tomb owner‟s
survival and existence in the underworld. It is possible that the ancient artists saw a
parallel between hunting the turtle and hunting the marsh birds, and therefore placed the
two together, despite the difference in subject matter.
The Late Period
The fishing and fowling scene continued to be used sparingly during the
Nineteenth and Twentieth Dynasties, but seems to have fallen out of favor almost
completely afterwards. A rare example of the scene survives in fragmentary form from
the Twenty-fifth Dynasty tomb of Mentuemhat (TT 34) in Asasif. The fishing and
fowling example in the tomb is a split scene, the spearing half located on the north side of
the west wall in the second court.28 The right-facing torso and legs of the figure have
survived as well as two finely carved tilapias, speared through the head, held aloft in a
water arch (fig. 27). The water arch has one flat side and rather than being in the middle
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of the papyrus clump, it is placed on the side closest to the spearman; both of these
features are reminiscent of the Old Kingdom fishing and fowling scenes. 29 Between the
hunter‟s legs a female figure kneels. The fowling half of the scene is located in the east
wall of the tomb‟s first room. 30 If other tombs contain examples of fishing and fowling,
they have not survived or remain unknown to modern scholars.
Conclusion
The known New Kingdom examples of the fishing and fowling scene were
limited to the Theban area and settled into a consistent compositional construction of two
inward facing hunters flanking a central area where the act of fishing and fowling took
place. The water arch was no longer a consistent feature after the introduction of the
tomb owner spearing straight into the water, as seen in the tombs of Amenhotep and
Nebamun. There was less variety among the bird species included in scenes generally
dominated by the pintail duck, which is continuously shown hit in the neck by a mid-air
throw stick.
The shift in the subject matter of private tomb programs during the Nineteenth
Dynasty brought about the decline of the fishing and fowling scene and also weakened its
traditional components. This is strongly illustrated in the Djehutymes scene‟s use of the
turtle in the accompanying text and a heron killed with a throw stick. The new emphasis
of the Book of the Dead and the underworld during this time suggests that the fishing and
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fowling scene did not embody the Nineteenth Dynasty concept of the journey to and
existence in the afterlife enough to justify regular inclusion in the tombs. Mentuemhat‟s
use of the scene among other archaized motifs emphasizes the scene‟s long use through
Egyptian history and the popularity it once had in private tomb programs.
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Chapter 5. Synthesis
The purpose of this chapter is to synthesize the formal developments of various
aspects of the fishing and fowling scene over time. The different aspects of the fishing
and fowling scene have been divided into five categories: geographic location, the
scene‟s context within the tomb, the members of the boating party, the animals of the
scene, 1 and the accompanying texts. The trends of each category will be discussed
chronologically, highlighting linear development and existing patterns within each
category. This information will then be utilized in the following chapter to analyze
possible theories as to the fishing and fowling scene‟s symbolic meaning.
Geographical Location
The geographical location of tombs containing a fishing and fowling scene vary
during Egyptian history but are generally limited to a few locations within each period.
During the Old Kingdom, examples are overwhelmingly found in the religious and
political centers at Memphis (see above p. 11, Niankhkhnum and Khnumhotep).
Provincial examples are known, but not until the late Sixth Dynasty when royal power
began to decline (see above p. 16, Sabni). 2 Few fishing and fowling scenes are known
from the First Intermediate Period at various sites in Upper and Lower Egypt (see
appendix, corpus 1). During the Middle Kingdom the scenes appear to be limited to Beni
Hasan and Meir before disappearing from the archaeological record after the reign of
Sesostris III3 and through the Second Intermediate Period (see above, p. 27-28

1

The weapons used to hunt these animals are described in Chapter 6.

2

G.A. Gaballa, Narrative in Egyptian Art (Mainz: Verlag Philipp von Zabern, 1976), 22.

Gae Callender, “The Middle Kingdom,” The Oxford History of Ancient Egypt, ed. Ian
Shaw (Oxford: University Press, 200), 175.
3
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Khnumhotep II and p. 29, Senbi). The New Kingdom examples were centered on
Thebes, the religious center of the time, with no known examples from the provincial
cemeteries or the political capital at Memphis (see above p. 34, Amenhotep and p. 36,
Nakht).
Fishing and Fowling within the Tomb Context:
This section discusses the individual tombs in which the fishing and fowling
scene occurs and the general characteristics of the motifs surrounding it. The first known
example, in the mortuary temple of Sahure at Abusir is the only scene discussed in this
thesis dealing with a royal monument. The scene is difficult to compare to the non-royal
examples of the time which did not share the same ideology as the royal. 4 The trends can
therefore not be discussed in terms of the same generalities or interpretations as the other
examples presented here. As a possible predecessor to the private tomb examples,
however, it is worth noting the scene‟s placement in the first courtyard of the temple and
among other scenes such as desert hunting, sea boating scenes, and images of foreigners.
In the private tombs of the Old and Middle Kingdoms, the space occupied by the
fishing and fowling scene typically coincided with other “daily life” scenes. The Old
Kingdom frequently integrated the scene into the surrounding motifs by sharing a
continuous water band that runs under the marsh hunter‟s boats and into other waterbased estate scenes like fording cattle, men fishing with nets, or fighting in boats (see
above p. 18, Mereruka). Even when the water band is not shared or present, the marsh
setting is generally shared with at least a part of the adjacent scenes. The fishing and
fowling scene‟s close visual connection with its surroundings occurs whether the scene is
4

John H. Taylor, Death and the Afterlife in Ancient Egypt (Chicago: University of
Chicago Press, 2001), 193-194.
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continuous, flanks a doorway,5 separated onto different walls, or when only half the scene
is present ( p. 19-20, Niankhpepi).
The fishing and fowling scenes of the Eleventh Dynasty were more visually
associated with other hunting motifs. 6 The marsh scenes, such as that found in the tomb
of Baqt I, No. 29, including fishing and fowling and “daily life” scenes, regularly occur
on the north wall and take up the lower portion of the space with desert hunting scenes
above. This decorative organization seems to associate the marsh hunt with the hunt
taking place in the desert. This trend abated with the Twelfth Dynasty when the fishing
and fowling scene no longer shared a wall with the desert hunt scenes and returned to a
style similar to that of the Old Kingdom (see above p. 29-30, Senbi).
The New Kingdom fishing and fowling scenes show a general disregard for the
scene‟s relation to its surroundings. In the tomb of Nakht (see above p. 36), the fishing
and fowling scene appears above a vineyard and estate scenes, but is not clearly linked
visually with “daily life” scenes (fig. 21). In the tomb of Menna (fig. 1) the motif is
placed among mortuary scenes. This variation in the scene‟s placement within the tomb
may be explained by the age of the scene. By the Eighteenth Dynasty, fishing and
fowling was a very old motif and likely had a well-established meaning, and topical
relationship with surrounding scenes may no longer have been considered necessary.
The isolation of the fishing and fowling scene likely does not indicate a change in its core
meaning because of the inconsistent placement.

5

This is true unless there is no room for additional scenes on the wall like in the
Niankhkhnum and Khnumhotep fishing and fowling scene that flanks the entrance doorway in
the pillared portico.
6

See Chapter 3, 26.
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The Identity of the Boating Party
The core human element of a fishing and fowling scene, the tomb owner hunting,
does not change over time or between examples. However, throughout the history of the
fishing and fowling scene, the other figures accompanying the deceased on his marsh trip
vary. The tomb owner is rarely pictured hunting alone and can be accompanied on the
boat by his wife, by several or all of his children, or by a combination of family members
that can change between the two halves of the scene. The accompanying figures are
always smaller than the tomb owner in accordance with Egyptian hierarchical scale (see
above p. 12, Niankhkhnum and Khnumhotep). Frequently, offspring are shown as young
children, nude with a child‟s side lock despite their adult titles and their adult portrayals
elsewhere in the tomb. The family as a whole is shown youthful, with the parents lean
and healthy during their physical and reproductive prime (fig. 22).7
The placement of the family members can assume a range of positions on the
boat, standing or sitting in various poses. During the New Kingdom, the positions of the
figures were more regularized, with the wife standing behind her husband and the
children squatting between his legs or standing in front of the hunter. The poses of these
figures in all scenes are inactive and stationary, with the exception of the occasional child
who imitates the father‟s movements (see above p. 36, Nakht). The greater stature and
active posture of the tomb owner ensures he and his actions are emphasized over those of

Lise Manniche, “The So-Called Scenes of Daily Life in the Private Tombs of the
Eighteenth Dynasty: An Overview” in The Theban Necropolis: Past, Present, and Future, ed.
Nigel Strudwick and John H. Taylor (London: The British Museum Press, 2003), 44.
7
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his companions. The active pose of the hunter, however, contrasts his passive pose in
other depictions of the tomb owner passively. 8
In the Old and Middle Kingdoms, the figures accompanying the tomb owner on
the skiff are regularly given labels identifying their name and titles (see above p. 12,
Niankhkhnum and Khnumhotep and p. 28, Khnumhotep II). This is true for the young
children, whose accompanying texts often include their adult offices, despite their
representation as a child. During the New Kingdom, these identifying captions became
less common and figures were often left unlabeled, making their identification, at times, a
challenge (see above p. 37, Nakht).
The costume of the tomb owner‟s wife and children remained formal throughout
the history of the scene. The wife wears a formal dress similar in style to those she wears
in other scenes within the tomb along with jewelry and a wig or neatly braided hair. The
offspring are either nude young children or adults dressed in imitation of their parents.
These figures normally hold birds, fish, flowers, or additional hunting implements, or
grasps onto the leg or waist of the tomb owner.
The attire of the hunting tomb owner, on the other hand, varied and evolved over
time. In the Old Kingdom, the tomb owners wear a variety of kilt styles while hunting,
but all are shorter than the knee length skirts, often with a stiff triangular apron, that the
tomb owners wear in other scenes throughout their tombs (see above p. 11, Niankhkhnum
and Khnumhotep). Lubica Zelenková carried out a study of kilts worn by men fishing
and fowling and identified the most common Old Kingdom style as a short kilt tied at the

8

Henriette Antonia Groenewegen-Frankfort, Arrest and Movement: An Essay on Time
and Space in Representational Art of the Ancient Near East (London: Faber and Faber, 1951), 35.
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waist with a narrow apron between the legs. 9 The kilts were similar to the shendyt kilt
worn by royal figures during this time, but were neither belted nor pleated as were the
royal examples.
The Middle Kingdom kilts varied between scenes leading to a wide range of
styles. The short kilt with narrow apron was still used, but imitated the royal kilt closely,
especially during the First Intermediate Period when royal power was weakest. 10
Examples of longer skirts or short kilts with long semi-transparent over-skirts also
appeared during this time. 11 The Eighteenth Dynasty continued to employ the short kilt
layered with a long over-skirt, like in the tomb of Amenhotep (fig. 19), but also
introduced the use of formal dress including longer skirts, shirts, and semi-transparent
over garments. Unlike their earlier counterparts, the New Kingdom hunters were attired
in the same garments they wear throughout their tombs.
Along with the tomb owner and his family, subsidiary male figures, usually half
the size of the tomb owner, were frequently placed above the back of the boat on their
own registers. They hold animals or weapons as they watch the hunt taking place before
them, and the accompanying texts commonly identify them by their name and title
revealing that they are, despite their subsidiary position, men of notable rank. 12 These
men wear longer kilts than the tomb owner as well as broad collars and short hair.
Lubica Zelenková, “The Royal Kilt in Non-Royal Iconography? The tomb owner
fowling and spear-fishing in the Old and Middle Kingdoms,” The Bulletin of The Australian
Centre for Egyptology 21 (2010), 145-146.
9

10

Ibid., 150.

11

Ibid., 149.

12

A subsidiary male figure in the Niankhkhnum and Khnumhotep portico fowling scene
carries the title of “scribe of the treasury” and a valet stands at the prow of Khnumhotep II‟s
boat.
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Though not a part of the main action, they do assist in the hunting act, holding game and
spare weapons, serving the tomb owner in a manner similar to how they would have
aided the deceased in life.
These subordinate figures, however, are not ubiquitous features of the scene.
They were most popular during the Old Kingdom, where they were routinely included in
the fishing and fowling scenes, even when family members were not included on the boat
(see above p. 28, Khnumhotep II). During the Middle and, to an even greater degree, in
the New Kingdom, these figures became rarer, while multiple members of the deceased‟s
nuclear family on the skiffs became the norm.
Animals
In the fishing and fowling scene, there are two categories of animals: those that
are hunted and those used to populate the marsh setting. In the fishing half of the scene,
the hunted animals are limited to the tilapia and Lates which are shown speared through
the head by the tomb owner‟s bident spear. The tilapia is a common motif in Egyptian art
throughout its history and prehistory but was especially favored during the New Kingdom
where the fish is associated with unguent containers (fig. 28), blue ware plates and bowls
(fig. 29), jewelry, and as a motif on many other objects that are largely limited to the New
Kingdom.13
The Lates has a much less illustrious heritage in Egyptian culture until its
association with Neith which inspired the creation of large numbers of Lates mummies

Rita E. Freed, “Swimming-Girl Spoons,” in In Egypt’s Golden Age: The Art of Living
in the New Kingdom, 1558-1085BC, ed. Rita Freed (Boston: Museum of Fine Arts, Boston, 1982)
205. And Angela J. Milward, “Bowls.” In Egypt’s Golden Age: The Art of Living in the New
Kingdom, 1558-1085BC, ed. Rita Freed, Boston (Boston: Museum of Fine Arts, Boston, 1982)
141.
13
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dedicated to her, particularly during the Greco-Roman period.14 Many scholars,
however, have astutely recognized the improbability of finding a Lates and a tilapia in the
same area, as indicated by the presence of both fish in almost every fishing and fowling
scene. While the tilapia commonly inhabited inlets and marshes, the Lates would
asphyxiate in the slow moving water of such an environment, preferring the deeper, open
Nile waters of Upper Egypt.15
The complementary fowling half of the scene shows greater variation over time.
During the Old Kingdom, no birds are hit or killed with a throw stick despite the wide
variety of small birds drawn flying above and among the marsh reeds (see above p. 1314, Niankhkhnum and Khnumhotep). These birds include herons, kingfishers, and
hoopoes, among others, but no ducks or geese which are generally limited to forcefeeding and butchery scenes. The act of fowling is frozen in the moment before the apex
of action when the throw stick is let fly.
This frozen action is maintained until the Twelfth Dynasty when the throw sticks
are drawn striking their victim in mid-air, hitting the bird and either breaking its neck or
stunning the animal (see above p. 30, Senbi). The flying throw stick departs from the Old
and early Middle Kingdom conventions of Egyptian art, indicating the importance of
portraying the bird being struck by the projectile, likely akin to desert hunting scenes
where the hunter‟s arrows are depicted both knocked in his bow and imbedded in his
prey. In the New Kingdom, the image of the mid-air throw stick, uniformly portraying it
B. Brier and M. V. L. Bennet “Autopsies on Fish Mummies: Pausible Identification of
the Classical Phagrus,” The Journal of Egyptian Archaeology 65 (1979), 132. And Douglas J.
Brewer, “Fish,” in The Oxford Encyclopedia of Ancient Egypt I, ed. Ian Shaw (Oxford: University
Press, 2001), 535.
14

15

Douglas J. Brewer and Renée F. Friedman, Fish and Fishing in Ancient Egypt
(Warminster: Aris and Phillips, 1989), 74, 77.
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hitting a flying pintail duck, is found in nearly every fishing and fowling scene (see above
p. 36, Nakht). While other birds were still commonly included in these scenes and the
tomb owner may hold various species of decoy birds in his forward hand, these birds are
never the fowler‟s target.
Other, non-hunted, animals frequently populate the fishing and fowling scene.
The central clump of papyrus, no matter if in a half or full scene, always has a flock of
birds flying above and usually among the plants.16 Nests filled with eggs or nestlings
were frequently included and are often shown as the object of desire for a hunting
ichneumon or genet (see above p. 19, Hetepherakhti). The scenes from the Eleventh
Dynasty largely abandoned these secondary animals while the Twelfth Dynasty
reincorporated them into the scene, but often in lesser numbers (see above p. 28,
Khnumhotep II). The New Kingdom continued to use subsidiary animals, but pintail
ducks formed a greater proportion of the birds in the scene. In the tomb for Nakht, for
example, only pintails and one teal duck are painted in the scene. Cats were also
introduced into the scene during this time 17 as well as the goose on the prow of the
papyrus skiffs (see above p. 39, Nebamun).18
In the water, various fish species were added along with hippopotami and
crocodiles. During the Old Kingdom, fish and water animals were common, included

16

With the exception of the tomb of Baqt I which has no birds in its lone fishing scene.
See Chapter 3, 26.
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Richard Parkinson, The Painted Tomb-Chapel of Nebamun: Masterpieces of ancient
Egyptian art in the British Museum (London: British Museum Press, 2009) , 139; Brenda L.
Lowe, “The Domestic Cat in Egyptian Tomb Painting,” The Ostracon 16 (Winter, 2004-2005)
10, Table 1. Other examples of cats in fishing and fowling scenes: TT 53, TT 69, TT 93, TT
A24, TT 217.
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For the possible role of geese in the fishing and fowling scene, see Chapter 4, 37-38.
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within the water arch that surrounded the speared fish (see above p. 19, Hetepherakhti).
The Middle Kingdom utilized fewer animals and became more dependent on water plants
to fill the space under and between the skiffs (see above p. 26-27, Baqt I). The New
Kingdom fishing and fowling scene tended to either leave the water band or water arch
empty or fill the space with numerous fish and small water plants (see above p. 38,
Nebamun).
Texts
Texts accompanying the fishing and fowling scenes are generally used sparingly,
providing brief comments on the events and people in the scene. Typically, vertical
columns of hieroglyphs are placed above each half of the scene which identifies the
events and the tomb owner‟s name and titles. Caption texts label family members and
subsidiary figures during the Old and Middle Kingdoms but are largely abandoned during
the New Kingdom.
The setting of the scene is described as SAw marshlands
sSw bird pools

, pHww marshlands

, or bw nfr, the beautiful place. The SAw and pHww appear to be

used interchangeably, but the sSw is used only to describe the fowling half of the scene.
While the accompanying texts vary slightly during the Old and Middle Kingdom, the
phrase bw nfr is used consistently during the New Kingdom for both the fishing and
fowling halves of the scenes. The specific location or region in which these hunts were
supposed to have taken place is not mentioned except in the tomb of Nebamun where it
says taking enjoyment in st nHH or the place of eternity. This is unique for it places the
scene clearly in the afterlife; it is not clear whether this an anomaly or an important, if
otherwise unmentioned, facet of the scene.

56

The activity of the scene is indicated using caption infinitives. The texts often
mention traveling, xns or bhbh, through the marshes, and several New Kingdom
examples describe taking enjoyment sxmx-ib mAA from seeing the marsh. Most texts
describe the tomb owner as spearing, sti, or throwing, amaA and qmA. The verb sti is used
throughout the history of the scene to describe the fishing half of the motif. The verb
amaA, on the other hand, was used during the Old and into the Middle Kingdoms to
describe throw stick hunting until it was replaced by qmA during the New Kingdom.19
The verb Hb, to catch, is used rarely in both the fishing and fowling halves of the scene
(see above p. 29, Khnumhotep II and p. 42, Djehutymes). The hunter‟s activities could
also be described as looking upon or doing the kAt sxt, “work of Sekhet,” or simply
spending a Hrw nfr, “happy day,” in the marsh.
The terms for game animals which are the object of the hunting activities are also
written in different ways. The Old Kingdom used a variety of birds and fish
determinatives to indicate plurality in the texts, rather than the same fish written three
times. The bird species represented by the determinatives were frequently included in the
swarm of birds in the marsh or held by the secondary figures in the scene, but were never
shown being killed. Similarly, the fish determinatives rarely used the tilapia hieroglyph
and no Lates hieroglyph is known. This trend continued, with rare exceptions, into the
Middle and New Kingdoms, indicating little interest in connecting the species of birds
and fish in the text with those in the scene.
The texts almost ubiquitously mention the goddess Sekhet, the Mistress of the
Catch and of the Marsh. Sekhet occupies the realms of the marsh and marsh hunting and
19

Rene van Walsem, Iconography of Old Kingdom Elite Tombs: Analysis and
Interpretation, Theoretical and Mythological Aspects (Leiden: Peeters Publishing, 2005), 72,74.
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did not have a cult center, perhaps because she was implicitly worshipped when people
hunted in the marsh. During the New Kingdom she became associated with Hathor and
then with Isis in the Late Period.20 Sekhet‟s name is sometimes indicated by the field
determinative

21

or is personified in the form of a seated goddess or standing woman

holding a lily and bird (fig. 30).
The notable exception to these textual trends is the Djehutymes fishing and
fowling scene. The fishing half of the text establishes the typical location in the marsh,
but then describes the size of the fish that he is to catch. The fowling half of the scene
diverges greatly from the standard texts describing how the tomb owner will kill a turtle,
an enemy of Re. While references to the undesirable nature of turtles date back to the
Middle Kingdom, this text is a striking anomaly in the corpus of fishing and fowling
scenes.
Overall, the texts reveal little about the scene‟s possible symbolic interpretation.
The texts do evolve slightly over time, utilizing different verbs which focused the text on
different activities. During the Old and Middle Kingdom, the text emphasized the acts of
fishing and fowling in the marshland for Sekhet while the New Kingdom texts
consistently mentioned the enjoyment caused by the trip to the marsh. The ritualistic
element of the scene was maintained throughout the texts with their consistent references
to Sekhet and to doing her work.

Edward Brovarski, “Sekhet,” in Lexikon der Ägyptologie, vol. V (Wiesbaden: Otto
Harrassowitz, 1984), 778.
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Conclusion
The five aspects of the fishing and fowling scene discussed here reveal the
diversity of the scene over time. The synthesis of the scene‟s various elements provides a
brief reference to the compositional development of the scene and its placement within
tombs was largely limited to specific locations at specific times. With this information,
analysis of the fishing and fowling scene‟s meaning and purpose can be better
understood, not just from one period, but through the course of the history of its
development as a motif.
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Chapter 6. Analysis and Conclusion
The information gathered and synthesized in the previous chapters will be
analyzed with respect to existing theories on the symbolic meaning of the fishing and
fowling scene. While the interpretations of the scene are not mutually exclusive, they
will be separated into three categories: sport and subsistence, sexual and transformative
rebirth, and control over the forces of chaos. The chapter will then culminate with a
conclusion stating the findings, areas where further investigation is needed, and plans for
future research on the fishing and fowling scene.
Sport and Subsistence
The least complicated explanation for the fishing and fowling scene‟s presence in
the tomb‟s decorative program is to provide recreation and subsistence to the deceased in
the next world.1 The texts accompanying the scene frequently described the pleasurable
nature of the trip to the marsh. 2 In the Pleasures of Fishing and Fowling, a fragmentary
Eighteenth Dynasty text describing a sporting trip to the Fayyum marshes, the narrator
exclaims “would that I were in [the country always, that I might do] the things that were
what my heart desired when the marsh was my town…” describing his love of the marsh
and its diversions.3 The Lansing Papyrus warns against setting aside study and work to

1

A. D. Touny and Steffen Wenig, Sport in Ancient Egypt, trans. Joan Becker
(Leipzig:B.R. Gruner, 1969), 63.
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University Press, 1956) 1-4, 14.
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spend time in the marsh.4 There is little evidence within the scene or subsidiary texts to
suggest that the activities in the scene are unpleasant or bothersome.
In addition to the scene‟s pleasurable qualities, hunting activities resulted in a
source of subsistence: the birds and fish caught by the tomb owner. By killing these
animals, the tomb owner is acting as the “head of the family,” supplying food for his
family. Though food is provided through offerings, the workmen who labor on the
estate, and the more efficient netting of fish and birds often depicted in private tombs, the
scene symbolically represents the tomb owner‟s ability to act as provider. 5 The use of
the throw stick and spear over more economic methods of collecting game merely
illustrates the deceased‟s great hunting skills and ability. 6
The only text to mention consuming the prey, however, is the anomalous one
from the tomb of Djehutymes (see above p. 42). The inscription describes a fish large
enough to feed over 10 people alluding not only to size, but also to the possible
consumption of the fish. The description of the turtle in the opposing scene does not
match, however, as the flesh is repugnant to Re and therefore not fit for eating. 7 The
aggressive attack on the turtle also downplays the pleasurable aspect of the scene and
adds a strong element of ritual.
4

Miriam Lichtheim, Ancient Egyptian Literature, vol. II: The New Kingdom (Berkeley:
University of California Press 1976), 168.
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The texts in the other fishing and fowling scenes do not speak against the
subsistence theory, merely stating the general location of the scene and that the tomb
owner is carrying out the “work of Sekhet” in various ways. However, in the Pyramid
Texts (§ 555), Sekhet appears as a personification of the marshes and provides the tomb
owner with food.8 It can be understood that by doing the work of Sekhet, Mistress of the
Catch, the hunter‟s reward is the sustenance she provides. Kamrin argues against this
theory, however, because fish, unlike waterfowl, were not included on the offering tables
or in the offering formulas provided for the deceased and his family, suggesting fish were
not seen as fit for consumption by the dead. 9 While fish are caught, carried, and gutted in
the scene, the tomb owner is rarely shown in direct contact with the animals.
The theory of recreation and subsistence is difficult to refute because subsistence
of the deceased was an important aspect to survival in the afterlife. By depicting the
tomb owner as self-sufficient and acquiring food for himself and his family, he is less
dependent on his funerary cult and grave goods to supply him with his needs. The active
pose of the deceased would also ensure vigor and strength in the next world, a feature not
available in his other pictorial representations which would show him in passive poses. 10
The hunter‟s shendyt-style kilt, however, worn regularly until the late Eighteenth
Dynasty,11 mirrors the royal garment worn by the king throughout Pharaonic history12
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and varies from the tomb owner‟s garments elsewhere in the scene. The choice of such a
ritualistic costume, unique to the fishing and fowling scene, suggests a deeper meaning
than the tomb owner acting as “head of the family” provides.
Rebirth in the Afterlife
The theory that the fishing and fowling scenes represents the regeneration of the
deceased in the afterlife is complex and multilayered, made even more so when
attempting to address the scene throughout its history. This theory is expressed in two
different approaches, the first and most prolific of which is the theory that the scene
represents sexual rebirth focusing on the cycle of creation in which the man, as when he
entered the earthly world, must be physically reborn, usually through his wife. 13 The
second interpretation focuses on the transformative rebirth of the deceased in the next
world, generally through the creator god Re.
The primary evidence for regeneration through sexual rebirth rests on an assumed
verbal pun involving the verbs to shoot, sti, and to throw, qmA. The verb sti (generally
seen in the texts in its infinitive form stt) can also mean “to impregnate” when used with
a phallic determinative. Similarly, qmA can mean “to beget.” By carrying out the

11
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activities of spearing and throwing the throw stick, the tomb owner is also carrying out
the alternate meaning of the verbs of impregnating and begetting. 14
Van Walsem is quick to point out, however, that amaA was used in place of qmA
during the Old and Middle Kingdoms. The verb amaA has no meaning alluding to
reproduction or reproductive acts and does not support the theory of a verbal pun before
the Eighteenth Dynasty. The use of the verb sti with the phallic determinative used to
create the verb “to impregnate” is not known until the Middle Kingdom, once again
showing that a verbal pun could only have existed during the later stages of the fishing
and fowling scene‟s history. 15
In addition to an erotically charged verbal pun, the inclusion of the family on the
boat is also accredited with erotic significance. In the scene, the wife provides the vessel
through which the tomb owner can be reborn in the afterlife while the children represent
his and his wife‟s reproductive ability. 16 A more moderate approach identifies the wife,
not as the specific means of rebirth, but as a representative of the female half of
reproduction in the universe. 17 The inappropriately formal attire has been ascribed with
erotic significance because of the sexual allusions made when referring to wigs and
cosmetics in New Kingdom literature and poetry, most of which dates to the Nineteenth
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Dynasty and later.18 The children, in turn, represent the fertility of the couple and their
ability to successfully reproduce and thus carry out the process of rebirth after death.19
The presence of the wife and children on the skiff accompanying the tomb owner on his
marsh hunt has been identified as unrealistic and emphasizes the family‟s symbolic role
in the scene.20 However, The Sporting King—a text describing a Twelfth Dynasty king‟s
trip to the marsh—describes how the hunter‟s wives and children join the hunting trip.21
The theory of sexual re-creation and rebirth is generally attached to fishing and
fowling scenes of the Eighteenth Dynasty, when the presence of the family was nearly
ubiquitous, and does not address the variation in the boating party seen in earlier tomb
examples. Erika Feucht challenges the sexual rebirth theory by identifying fishing and
fowling examples where the wife is absent from the scene, leaving no female entity
through which the tomb owner can be reborn (see above p. 19, Hetepherakhti and p. 34,
Amenhotep).22 She also claims that examples in which the wife is behind the tomb
owner or sits between his legs, commonly found in the New Kingdom,23 are not
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conducive to a sexual union; she would be more appropriately placed standing in front of
her husband.
David O‟Connor suggests that the presence of a female figure is not necessary in
an erotic scene because the presence of her physical remains or her representations
elsewhere in the tomb provides the husband access to her.24 However, while the presence
of the deceased‟s wife in tomb decoration dates back to the Fourth Dynasty, the wife is
not consistently depicted in her husband‟s tomb. In the late Fifth Dynasty and the early
Sixth Dynasty, the deceased‟s spouse was not always included in the tomb decoration,
even when his children were.25 A similar decline in the addition of the tomb owner‟s
wife in Theban private tombs occurred during the Eleventh and Twelfth Dynasties as
well as the early Eighteenth Dynasty.26 The theory that the wife was a vehicle for rebirth
is not supported through her periodic absence from the entire tomb program as it would
completely deny the tomb owner access to her reproductive abilities. This does not
discount the possibility that by the New Kingdom the wife was viewed as a means of
resurrection for the male tomb owner, but it does not appear to be a concept utilized
throughout Egyptian history, and thus, not an applicable concept for the fishing and
fowling scene throughout its history.
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The children of the tomb owner and his wife are also depicted wielding spears and
throw sticks in imitation of their father (see above p. 36, Nakht). If the acts of fishing
and fowling were meant to represent a sexual union between the deceased and his wife, it
is not logical for their children to wield the symbols used by their father for procreation
and for the child‟s own creation. Similarly, small subsidiary figures placed at the edges
of the scene also hold the instruments of fishing and fowling, making them like the tomb
owner. If these objects have a sexual connotation, they are as inappropriate in the hands
of these men as they are in the hands of the tomb owner‟s children. In the Beni Hasan
tomb of Khnumhotep II, one such subsidiary figure, the valet Khnumhotep, is placed at
the boat‟s prow where one would expect a family member to stand.27 While the
placement of the valet in a place of prominence and importance on the skiff suggests the
man‟s significance to the family, it does not support the theory of rebirth that emphasized
the nuclear family.
The placement of the subsidiary male figures in the scene connects them to the
activity of the tomb owner, and suggests that the act of fishing and fowling affects not
only than the tomb owner and his family but also those who serve and are dependent
upon him. The male figures could also be a way for the wealthy tomb owner to
memorialize favored workers who may not have been able to afford their own sepulcher.
However, these figures are most prominent during the Old and Middle Kingdoms,
becoming rarer and often unidentified in the New Kingdom. This change could reflect a
change in the scene‟s purpose in which these subsidiary figures are not considered
important. It could also reflect a change in the society of the time who viewed these
27

See Chapter 3, 28.
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lesser figures in their tombs as unnecessary or that the tomb owners did not have
underlings of significant enough rank to include in such a prominent position.
The fish and birds in the scene have also been accredited with having procreative
power of which the tomb owner gains control through hunting the animals. 28 The
introduction of the pintail duck hit with the throw stick during the Middle Kingdom, and
used to a much greater extent during the New Kingdom, is given erotic meaning, citing
the use of duck motifs on unguent spoons and duck heads on the prow of Nineteenth
Dynasty boats.29 The practice of women clutching a duckling to their breast is said to
symbolize their role as the tomb owner‟s sexual partner, though there is no explanation as
to why the tomb owner‟s daughters are also known to hold a duckling. 30 Poetry also
alludes to women, the marsh, and water fowl in relation to romantic rendezvous with
their lovers. 31 However, the duck was not used in earlier fishing and fowling scenes; it
was neither associated with female nudity nor was it given much attention beyond the
stockyard and offering table. This indicates that any allusion to sexuality the duck might
have provided is a later, and not inherent, quality of the animal in the minds of the
ancient Egyptians.
Few theories have been put forth to describe the Lates‟ presence in the scene.
Manniche suggests that the fish represented the deceased during the process of
mummification, before the person was reborn. She takes her evidence from the depiction
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of a large Lates mummy from a tomb at Deir el-Medina, a unique image dating to the
Nineteenth Dynasty. 32 The tilapia in turn symbolized renewed life, particularly sexual reconception due to the fish‟s habit of holding its fry in its mouth, already discussed in. 33
The frequent association of the fish with objects concerning women—jewelry, swimming
nude women, and so on—as well as love poetry can be another argument for the use of
the tilapia as a sexual allusion. 34 However, as with the duck motif, the tilapia was not
typically a motif that alluded to women in art, writing, or overt sexual imagery in the
periods before the Eighteenth Dynasty.
The sexual imagery of the fishing and fowling scene has also been connected to a
passage in the Book of Kemit, a teaching text dating to the Eleventh or Twelfth
Dynasties, 35 in which a man is described as traveling to Upper Egypt for “fishing at night
and fowling by day,” interpreted as an allusion to enjoying the company of harem
women. However, Klotz suggests the text refers to the solar cycle in which Re rides his
bark through the primordial waters at night protected by fish and, as he traverses to the
sky during the day, these fish transform into birds and ascend with him. 36 This changes
the character‟s role in the story from a philanderer to a deceased man traveling with Re
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on his solar bark, and likewise changes fishing and fowling from a sexual symbol to a
mortuary one. The texts suggest transformation rather than sexual rebirth.
Similarly the Cairo Calendar, a text of “lucky days” written in the Nineteenth
Dynasty, tells how Re takes the various deities of Egypt into his belly where they die and
their bodies reform into fish which Re vomits up and transforms their souls into birds. 37
This text is a tantalizingly close parallel to the behavior of the tilapia; however the text
dates to the Nineteenth Dynasty and no similar passage is found in earlier Middle or Old
Kingdom texts.
The concept of transformative rebirth expressed in both these texts, without the
aid of sexual reproduction, is found throughout Egyptian funerary tradition. In the
Pyramid Texts, the king ascends to heaven and assimilates with the god Re and rides the
solar bark on its daily journey through the sky and the underworld. 38 In the Book of the
Dead (153a-b), the deceased flies to join the solar bark where he “smites and catches”
declaring “…I am Re who emerged from the Abyss, my soul is a god…I am Osiris who
created righteousness so that Re might Live” after escaping harmful forces that try to
catch him in fishing and fowling nets.39
In these texts, the fish and birds are transfigurative elements, either a form which
the deceased takes—birds and fish—or the means of recreation in the afterlife—the
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tilapia.40 As in the sexual re-conception theory, by hunting these animals, the tomb
owner gains control over the procreative process through killing. The act of fishing and
fowling is also described as a form of celebration carried out by Re and his allies after the
defeat of their enemies.41 In Spell 62 of the Coffin Texts, fowling is an activity the
deceased may participate in while on the solar bark as “waterfowl in the thousands, lying
on your path; you cast your throw stick at them.” 42 By placing the tomb owner on the
hunting skiff, the scene is alluding to the hunter‟s successful rebirth and transfiguration
into the afterlife where he may join Re on the solar bark, as the wadjet eye—a symbol
commonly added to images of the solar bark—on the skiff of Khnumhotep II suggests
(see above p. 29).
The theory of transfiguration clearly plays a significant role in Egyptian mortuary
myth. The form of this change is more debatable, especially the theory of sexually
recreating oneself in the afterlife. The biggest flaw of the sexual re-conception idea is
that much of the evidence dates to the New Kingdom, with little or no known precedent.
This is especially apparent in the use of the verb qmA versus the verb amaA in the fishing
and fowling scene text. The tilapia and bird motifs are also only employed during the
New Kingdom. The family, as an important aspect of the deceased‟s sexual recreation is
inconsistently incorporated in the periods before the Eighteenth Dynasty.
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While the fishing and fowling scene no doubt incorporates some of the concepts
of regeneration, transformation, and fertility the current explanations are not supported by
the evidence from the earlier Middle and Old Kingdom fishing and fowling scenes. 43 It is
possible that the symbolic meaning of the fishing and fowling scene evolved to gain a
new meaning or to emphasize a secondary meaning of the scene.
Controlling Chaos
The final theory discussed in this paper deals with the tomb owner fighting
chaotic forces. Flocks of birds and schools of fish were considered enemies of the creator
god and expressions of isft, or chaos.44 By hunting the flocks of different bird species,
the tomb owner combats their disorderly and chaotic nature. At the end of the Middle
Kingdom and during the New Kingdom, the pintail duck specifically was killed, taking
away the sense of “all birds” created in the earlier examples, though there is no clear
reason why the pintail was singled out. By depicting the death of a bird, however, the act
of controlling chaos becomes more apparent and complements the fish killed on the other
half of the scene.
The spearfishing scene acted in the same way as the bird hunting, with the tomb
owner controlling the forces that threaten ma’at, or the proper order of the world. The
fact that only two specific species of fish are shown, the tilapia and Lates, seems to once
again underplay the concept of disorderly masses. During the Old Kingdom, fish not
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speared were sometimes drawn in the water arch, encompassing them and visually
associating them with the speared fish and creating a sense of multiple fish under the
tomb owner‟s control (see above p. 13, Niankhkhnum and Khnumhotep and p. 19,
Hetepherakhti), a practice largely dropped in the Middle and New Kingdoms.
The combination of the two fish on the same spear has also been interpreted as a
symbol of Upper and Lower Egypt, representing the unity of the two lands,45 or the tomb
owner‟s ability to fish throughout the country. 46 The combination could, however,
express the idea of “all fish,” those of deep and shallow water, and those of Upper and
Lower Egypt. The combination of the tilapia and Lates would then function similarly to
the flock of birds above the thicket, representing fish and birds in general, a concept
supported by the different fish and bird determinatives found in the fishing and fowling
scene‟s texts.
The active stance of the tomb owner, with his legs apart and arms raised to strike,
is unique in Egyptian private tomb art which traditionally shows the deceased passively
observing the activity of others.47 The pose most closely reflects that of the king as he
prepares to smite the human enemies of Egypt, an iconic act of controlling the chaotic
forces threatening the country. The kilt worn by the tomb owner in the fishing and

45

Douglas J. Brewer and Renée F. Friedman, Fish and Fishing in Ancient Egypt
(Warminster: Aris and Phillips, 1989), 79. This is perhaps unlikely given that unity of the two
lands was not a common motif in non-royal tombs and was the responsibility of the king, not the
elites of Egypt.
46

Hartwig, Private Tombs, 105. van Walsem, Iconography, 73.

47

Groenewegen-Frankfort, Arrest, 35.

73

fowling scene until the New Kingdom is also similar to the shendyt kilt which regularly
appears in royal iconography. 48
A similar position is assumed by men who hunt hippopotami, an animal
associated with Seth and considered a force of chaos, although private tomb owners,
however, were not depicted actively hunting hippos until the Middle Kingdom. 49
Crocodiles, like hippopotami, were also considered forces of chaos and both animals
were frequently included in the water band that ran beneath the fishing and fowling scene
particularly during the Old and Middle Kingdoms (see above p. 19, Hetepherakhti and p.
30, Senbi). The turtle from the tomb of Djehutymes (TT 32) is another enemy of the sun
god, and with its destruction Djehutymes ensures the health of Re and thus his own
survival in the afterlife (see above p. 44). Another Nineteenth Dynasty tomb, that of
Nebwenenef (TT 157), utilized the composition of fishing and fowling, but replaced the
hunted animals with other symbols of chaos: a turtle and hippopotamus (see above p. 4344).
Conversely, the ichneumon was associated with the god Re,50 and is often
depicted attacking the nests of birds in the fishing and fowling scene. During the New
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Kingdom, cats, also associated with Re, were added to the scene and also hunted birds
(see above p. 39, Nebamun).51 The wild genet cat has no mythical associations but was
sometimes included in the marsh and acts like the other marsh predators, attacking birds
and their nests. It has even been postulated that the ichneumons, cats, and genets were
trained to startle birds for hunt,52 though, with the exception of the cat, these animals
were naturally found in the marsh and, as wild animals, could function as realistic
elements of the marsh setting as well as forces acting against chaos.
The weapons used by the tomb owner also have associations with protection
against negative forces. In the Coffin Texts, the deceased uses a throw stick to ward off
malevolent forces and the image of a throw stick was painted on Middle Kingdom
coffins, accompanied by the caption wr HkAw “great of magic.”53 The C-shaped throw
stick is similar to the form of Middle and New Kingdom apotropaic wands, and might
have been a highly ritualized form of throw stick. 54 It is worth noting, however, that the
throw sticks depicted in the tomb scenes were typically S-shaped, rather than the C-shape
of the wands. Non-functional throw sticks were also found in the royal burial of Djer of
the First Dynasty55 and in several royal tombs of the Eighteenth and Nineteenth
Dynasties56 suggesting the weapon had cultic significance.
51

Richard Parkinson, The Painted Tomb-Chapel of Nebamun: Masterpieces of ancient
Egyptian art in the British Museum (London: British Museum Press, 2009), 132.
52

Osborn and Osbormova, Mammals, 91,94.

53

Geraldine Pinch, Votive Offerings to Hathor (Oxford: Griffith Institute, 1993) 297.

54

Ibid., 297.

Robert K. Ritner, “Catalogue of Objects: 103. Throw stick,” in Before the Pyramids,
ed. Emily Teeter (Chicago: University of Chicago, 2011), 242-243.
55

56

Kamrin, Khnumhotep II, 108.

75

The power of the spear is rarely alluded to in private mortuary traditions but is
expressed in royal texts. The Pyramid Texts 1211a-1212f tell the king to take his spear
“the points of which are the lightning [bolts] of Re, whose points are the claws of Mafdet,
wherewith I cut off the heads of the adversaries who are in the Field of Offerings.”57
Similarly, in The Sporting King, the king uses a specific “red spear” that provides him
with magical protection when he hunts. 58 As discussed above, the Cairo Calendar tells of
spearfishing and fowling as a way to celebrate the destruction of Re‟s enemies. 59
The images during the New Kingdom, along with the texts, seem to lose many
connections with the theory of controlling chaos. The subsidiary animals (hippopotami,
crocodiles, and ichneumons) make less frequent appearances, and the variety of the birds
depicted in the marsh decreases as the pintail is depicted with greater frequency. The
shendyt-style kilt is replaced by the same formal attire worn by the tomb owner elsewhere
in his tomb. It is only the Nineteenth Dynasty scenes from Djehutymes (TT 32) and
Nebwenenef (TT 157) who once again connect the composition with controlling forces of
chaos (see above p. 43-44).
As with the other theories discussed, the interpretation of the tomb owner‟s acts as
controlling chaotic forces does not provide a comprehensive explanation for the fishing
and fowling scene‟s meaning through time. The scene emerges from a royal tradition
constructed from beliefs that were not regularly expressed in the private mortuary
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tradition.60 However, the scene‟s first known private appearance in the mid-Fifth
Dynasty, loosely parallels the weakening central control and increasing number of nonroyal tombs at Saqqara rather than Giza, 61 physically separating the private individuals
from the king‟s mortuary monuments. This was only increased during the Sixth Dynasty
with the increase in provincial tombs coinciding with an increasing popularity of the
fishing and fowling scene. As officials‟ dependence on royal favor both in life and in
death weakened,62 the more the scene was used in the private context indicating its
original royal significance was being usurped.
The adoption of the Coffin Texts during the First Intermediate Period starts a
period in which religious texts deal directly with the non-royal individual‟s ability to join
Re as well as Osiris in the afterlife.63 This is perpetuated further in the Book of the Dead,
Cairo Calendar, and Kemit of the New Kingdom which also continue to connect the act
of fishing and fowling with the afterlife, though they downplay, or even eliminate, the
chaotic aspects of the scene. Thus, while the theory of controlling chaos is not
consistently applicable throughout the scene‟s history, it reflects the royal beginnings
from which the scene‟s meaning and purpose evolved.
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Conclusion
Throughout its history, the fishing and fowling scene‟s focus was on the act of
hunting, carried out by the oversized and unusually active form of the tomb owner. An
important element of the scene was no doubt the pleasurable nature of the activity and the
subsistence that it brought. This theory does not, however, explain the many small
changes the scene underwent through time. Even more subtle are the social, political,
and cultural shifts that occur during its long history and that invariably effected the
intended meaning of the scene.
During the Old Kingdom, the scene is first found in the royal mortuary temple of
Sahure. While the significance of the royal scene was likely closely affiliated with the
control of chaotic forces, its positioning in a mortuary monument cannot be underplayed.
The primary goal of the deceased person was to reach the afterlife, expressed in Egyptian
history in different ways. The fish and fowl as well as the boat on which the tomb owner
stands in the scene are, however, closely affiliated with the ascent into heaven to join Re
on his solar bark. By defeating the forces of chaos, the king attains eternity with Re on
his bark.
Private individuals, which are most central to this thesis, did not have access to
the afterlife in the same way that the king did, and thus it seems unlikely that during the
Old Kingdom, the scene would represent quelling chaos and salvation. However, as we
have seen, the increasing use of the fishing and fowling scene coincides with the
declining central power of the Old Kingdom kings. This culminated socially with the
isolation of private tombs from royal mortuary sites and religiously with the development
of the Coffin Texts which explicitly describes the private person accession to the afterlife.
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It is very possible that the ideology of the fishing and fowling scene “trickled down,”
becoming more abundant as central power weakened. This also explains the slow
spreading of the scene into provincial monuments during the late Sixth Dynasty.
During the earlier Middle Kingdom, the nomarchs specifically utilized forms of
the fishing and fowling scene in their decorative programs. The scene‟s connection with
royal power would no doubt have led to its exploitation to represent their own local
power as rulers of the region. Once strong centralized power returned in the mid-Twelfth
Dynasty, the power of the nomarchs was greatly reduced, and their tombs, as well as the
fishing and fowling scene, disappeared.
The scene‟s reappearance in the New Kingdom brought with it several changes,
some of which—like the hunting costume and the practice of killing a pintail duck—
started in the late Twelfth Dynasty. These changes along with the regularizing of the
scene to include only mirrored compositions, standardized places for family members,
and the elimination of identifying caption texts made the scene less individualized, and
also more ritualized. The increasingly elaborate hunting garb, which moved away from
and slowly eliminated the use of the shendyt-like kilt, reduced the scene‟s connection to
the royal template. The increased use of the pintail duck while limiting the use of other
species, weakened the scene‟s connection with the chaotic nature of birds. In the place of
chaos, the religiosity of the birds was emphasized as seen in the Kemit, originating in the
Twelfth Dynasty, and the later Book of the Dead and Cairo Calendar texts.
The issue of sexual re-conception cannot be completely eliminated as a possible
interpretation of the New Kingdom scenes, though the evidence is not convincing for the
Old and Middle Kingdom examples. It is more likely, however, that physical
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transformation achieved through the power of the creator god was the intended meaning,
given its more prolific expression in religious texts of the New Kingdom. The
connection between the scene and the concept of controlling chaotic forces was likely
never completely lost, as suggested by the turtle slaying text in the Nineteenth Dynasty
tomb of Djehutymes (TT 32). The decline and eventual demise in the Nineteenth and
Twentieth Dynasties indicates that the iconic scene so popular in the previous dynasty,
did not encompass the ideals and needs of the new dogma directing the decorative
programs at this time.
The theories presented in this thesis must, as dictated by its length, only scratch
the surface of the fishing and fowling scene‟s various subtle and meanings. The goal of
this work was to highlight the major aspects of the scene through its history and to create
a starting point from which more detailed research can be undertaken. Of particular
interest are the origins of the fishing and fowling scene which, as argued above, likely
provided the first meaning for the scene. With the emergence and spreading of the scene
during the Old Kingdom, anomalous elements, such as the V-shaped weapon and split
papyrus spear need closer consideration, particularly as they pertain to the development
of the fishing and fowling scene to which they are compositionally similar.
The patterns of use during the First Intermediate Period (largely ignored here) and
the Middle Kingdom are also of interest, particularly the reasons for the compositional
diversion scene in the Eleventh Dynasty Beni Hasan tombs. The development of the
scene into its most recognizable Eighteenth Dynasty form has been extensively
researched up to this point and can only be addressed further once its predecessors are
better understood. The ultimate goal of the study of the fishing and fowling scene
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through its evolving use and appearance is to use it as a tool through which the larger
development of private mortuary art can be understood.
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Figures

Fig. 1 Menna fishing and fowling with his family. Tomb of Menna (TT 69), Thebes,
Egypt, Dynasty 18. From Francesco Tiradrittri, Egyptian Wall Painting, trans. Marguerite
Shore (New York: Abbeville Press Publishers, 2007), 234-235.
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Fig. 2 Fragments from the north wall of the pillared hall. Mortuary Temple of Sahure,
Abusir, Egypt, Dynasty 5. Ludwig Borchardt, Das Grabdenkmal des Königs Sa3hu-rea
vol. II: Die Wandbilder (Osanbrück: Otto Zeller Verlag, 1981; repr., Berlin: Neudruck
der Ausgabe, 1913), pl. 16.
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Fig. 3 Niankhkhnum and Khnumhotep fishing and fowling scene in the pillared portico,
south wall. Tomb of Niankhkhnum and Khnumhotep, Saqqara, Egypt, Dynasty 5. From
Ahmed M. Moussa and Hartwig Altenmüller, Das Grab des Niankhkhnum und
Chnumhotep (Mainz: Verlag Philipp von Zabern, 1977), figs. 5, 6.

Fig. 4 Niankhkhnum and Khnumhotep fishing and fowling scene in the antechamber,
northern half of west wall. Tomb of Niankhkhnum and Khnumhotep, Saqqara, Egypt,
Dynasty 5. From Ahmed M. Moussa and Hartwig Altenmüller, Das Grab des
Niankhkhnum und Chnumhotep (Mainz: Verlag Philipp von Zabern, 1977), pl. 74.
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Fig. 5 Fishing and fowling scene, northwest wall. Tomb of Mekhu and Sabni, Qubbet elHawa, Egypt, Dynasty 6. From Osirisnet, “Qubbet el Hawa: Tombs of the Aswan
Nomarchs.” Accessed March 14, 2012
<http://www.osirisnet.net/tombes/assouan/khoui_herkouf/e_khoui_herkouf.htm>

Fig. 6 Mereruka spearfishing. Tomb of Mereruka, Saqqara, Egypt, Dynatsy 6. From The
Saqqarah Expedition, The Mastaba of Mereruka, vol. I (Chicago: University of Chicago
Press, 1938), pl. 9.

92

Fig. 7 Mereruka fowling in the marsh. Tomb of Mereruka, Saqqara, Egypt, Dynasty 6.
From The Saqqarah Expedition, The Mastaba of Mereruka, vol. I (Chicago: University of
Chicago Press, 1938), pl. 5b.

Fig. 8 Details, Djau marsh hunting, south wall. Tomb of Djau, Deir el-Gebrawi, Egypt,
Dynasty 6, Pepi II. From N. de Garis Davies, The Rock Tombs of Deir el-Gebrawi, Part 2
(London: Gilbert and Rivington LTD, 1902), pl. III and V respectively.
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Fig. 9 Fishing scene from tomb of Hetepherakhti, Saqqara, Egypt, late Dynasty 5. From
Rene van Walsem, Iconography of Old Kingdom Elite Tombs: analysis and
interpretation, theoretical and mythological aspects (Leiden: Peeters Publishing, 2005)
76.

Fig. 10 Fowling scene from tomb of Niankhpepi, Zaweit El- Mayetin, Egypt, Late
Dynasty 6. From Alexandre Varille, La Tombe de Ni-Ankh-Pepi a Zaouyet El- Mayetin
(Cairo: Institut Français d‟Archéologie Orientale, 1938), 12.
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Fig. 11 Nebemakhet in the marsh. Tomb of Nebemakhet (LG 86), Giza, Egypt, Dynasty
4, reign of Menkaure. From C.R. Lepsius, Denkmaeler aus Aegypten und Aethiopien,
Zweite Abteilung, III & IV (Geneva: Éditions de Belles-Letters, 1972) 12.

Fig. 12 Detail, Djau marsh hunting, south wall. Tomb of Djau, Deir el-Gebrawi, Egypt,
Dynasty 6, Pepi II. From N. de Garis Davies, The Rock Tombs of Deir el-Gebrawi, Part 2
(London: Gilbert and Rivington LTD, 1902), pl. IV.
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Fig. 13 Iasen with split reed spear. Tomb of Iasen. Tomb of Iasen (G 2196), Giza, Egypt,
Late Dynasty 4, Early Dynasty 5. From William Kelly Simpson, Mastabas of the Western
Cemetery, Part I (Boston: Museum of Fine Arts Museum, Boston, 1980), pl. 30.

Fig. 14 Baqt I spearfishing with family, north wall. Tomb of Baqt I (No. 29), Beni
Hasan, Egypt, Dynasty 11. From Percy E. Newberry, Beni Hasan, Part II (London:
Kegan Paul, Trench, Trübner & Co., 1894), pl. 29.
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Fig. 15 Baqt II in a damaged spear fishing scene, north wall. Tomb of Baqt II (No. 33),
Beni Hasan, Egypt, Dynasty 11. From Percy E. Newberry, Beni Hasan, Part II (London:
Kegan Paul, Trench, Trübner & Co., 1894), pl. 35.

Fig. 16 Khety holding a speared fish, west wall. Tomb of Khety (No. 17), Beni Hasan,
Egypt, Dynasty 12. From Percy E. Newberry, Beni Hasan part II (London: Kegan Paul,
Trench, Trübner & Co., 1894) pl. 11.
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Fig. 17 Khnumhotep II in the marsh fishing and fowling, east wall, flanking doorway.
Tomb of Khnumhotep II (No. 3), Beni Hasan, Egypt, Dynasty 12, reign of Amenemhat
III. Janice Kamrin, The Cosmos of Khnumhotep II at Beni Hasan (London: Kegan Paul
International, 1999), 106 and 111.

Fig. 18 Senbi, son of Ukhhotep, fishing and fowling, west end of north wall. Tomb of
Senbi (No. 1), Meir, Egypt, Dynasty 12, reign of Amenemhat I. From Aylward M.
Blackman, The Rock Tombs at Meir, Part. I (Oxford: Oxford University Press, 1914), pl.
2.
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Fig. 19 Amenhotep fishing and fowling, east wall. Tomb of Amenhotep (TT 73), Thebes,
Egypt, Dynasty 18, reign of Hatshepsut. From Torgny Säve-Söderbergh, Private Tombs
at Thebes, vol. 1: Four Eighteenth Dynasty Tombs (Oxford: Oxford University Press,
1957), pl. 7.

Fig. 20 Detail, Antef fowling. Tomb of Antef (TT 155), Thebes, Egypt, Dynasty 18.
From Torgny Säve-Söderbergh, Private Tombs at Thebes, vol. 1: Four Eighteenth
Dynasty Tombs (Oxford: Oxford University Press, 1957), pl. 14.
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Fig. 21 Facsimile of upper section west wall scene by Norman de Garis Davies. Tomb of
Nakht (TT 52), Thebes, Egypt, Dynasty 18, reign of Thutmosis III and Amenhotep III.
<www.metmuseum.org/Collections/search-the-collections/100005485>
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Fig. 22 Nebamun fowling with his family. Fragment of painted plaster from the tomb of
Nebamun (BM, EA 37977), provenance unknown (presumably Thebes), Egypt, late
Dynasty 18. Currently in The British Museum, London. From Richard Parkinson, The
Painted Tomb-Chapel of Nebamun: Masterpieces of ancient Egyptian art in the British
Museum (London: British Museum Press, 2009), 129.

Fig. 23 Reconstructed scene of Nebamun fishing with family. Fragment of painted
plaster from tomb of Nebamun, provenance unknown (presumably Thebes), Egypt, late
Eighteenth Dynasty. Currently in The Cairo Museum, location unknown. From Richard
Parkinson, The Painted Tomb-Chapel of Nebamun: Masterpieces of ancient Egyptian art
in the British Museum (London: British Museum Press, 2009), 130.
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Fig. 24 Tilapia speared with duck head. “Scene of Fishing and Fowling,” (MMA No.
1985.328.22), el-Amarna (?), Egypt, Limestone, painted, Dynasty 18. From J.D. Cooney
“263. Fishing Scene,” in Ancient Art: The Norbert Schimmel Collection, ed. Oscar White
Muscarella (Mainz: Verlag Philipp von Zabern, 1974), catalogue no. 263.

Fig. 25 Rendering of fishing and fowling scene on western wall. Tomb of Djehutymes
(TT 32), Thebes, Egypt, Dynasty 19. From Zoltán I. Fábián, The Mortuary Monument of
Djehutymes (TT 32) (Budapest: Archaeolingua Alapitvany, 2004), 266.
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Fig. 26 Nebwenenef spearing a turtle with his wife. Tomb of Nebwenenef (TT 157),
Thebes, Egypt, Dynasty 19. From Henry G. Fischer, Ancient Egyptian Representations of
Turtles (New York: The Metropolitan Museum of Art, 1968), 7, fig. 3.

Fig. 27 Two speared fish in a water arch. Tomb of Mentuemhat (TT 34), Thebes, Egypt,
Dynasty 25. From Gay Robins The Art of Ancient Egypt (Cambridge: Harvard University
Press, 2008), 220, fig. 263.

103

Fig. 28 Cosmetic spoons with duck and fish form bowls. From Wikipedia, “Cosmetic
Spoons.” Accessed March 13, 2012
<http://en.wikipedia.org/wiki/File:Cosmetics_spoon_mp3h8740.jpg> and Cosmetic
Spoon in the Shape of a Tilapia with Water Lilies (MMA no. 17.190.1966), El Amarna,
Egypt, Egyptian Alabaster, Dynasty 18. From Metropolitan Museum of Art, New York.
Accessed March 13, 2012. < http://www.metmuseum.org/Collections/search-thecollections/100000238>

Fig. 29 Marsh bowl with tilapia and plant motif (MFA no. 1977.619). No provenance
(Egypt), bichrome faience, New Kingdom. From Museum of Fine Arts, Boston.
Accessed March 13, 2012 <http://www.mfa.org/collections/object/marsh-bowl-275111>
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Fig. 30 Determinative for Sekhet. Tomb of Khnumhotep II (No. 3, Beni Hasan, Egypt,
Dynasty 12 reign of Amenemhat III. From F. Ll. Griffith, Beni Hasan, Part III (London:
Egyptian Exploration Fund, 1896), pl. 6.
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Plans

Plan. 1 Mortuary Temple of Sahure. Fishing and fowling scene labeled in red. From
Mark Lehner, The Complete Pyramids: Solving the Ancient Mysteries (London: Thames
and Hudson, 1997), 143.
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Antechamber
Scene

Pillared Portico
scene

Plan. 2 Tomb of Niankhkhnum and Khnumhotep, Saqqara, Egypt, Dynasty 5. From
Ahmed M. Moussa and Hartwig Altenmüller, Das Grab des Niankhkhnum und
Chnumhotep (Mainz: Verlag Philipp von Zabern, 1977), 17.

Plan. 3 Tomb of Mekhu and Sabni, Qubbet el-Hawa, Egypt, Dynasty 6. From Bertha
Porter and Rosalind L. B. Moss, Topographical Bibliography of Ancient Egyptian Texts,
Reliefs, and Paintings, vol. 5 (Oxford: Claredon Press, 1937), 230.
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Plan. 4 Tomb of Baqt I Tomb of Baqt I (No. 29), Beni Hasan, Egypt, Dynasty 11. From
Percy E. Newberry, Beni Hasan, Part II (London: Kegan Paul, Trench, Trübner & Co.,
1894), pl. 27.

Plan. 5 Tomb of Khnumhotep II (No. 3), Beni Hasan, Egypt, Dyansty 12, reign of
Senurset II. From Janice Kamrin, The Cosmos of Khnumhotep II at Beni Hasan (London:
Kegan Paul International, 1999), 32, fig. II.3.
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Plan. 6 Tomb of Amenhotep (TT 73), Thebes, Egypt, Dynasty 18. From From Bertha
Porter and Rosalind L. B. Moss, Topographical Bibliography of Ancient Egyptian Texts,
Reliefs, and Paintings, vol. I, part I, 2nd ed. (Oxford: Griffith Institute, 1985), 136.
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Corpus 1: Confirmed Examples of the Fishing and Fowling Scene
Old Kingdom
Tomb Owner

Date

Tomb Location Scene Location and Scene Placement
Type

Reference Material

Double Scene
Sahure

V. 2

Abusir

Irenkaptah

V

Neferirtenef

V.2

north wall

Sa3hu-re' 2, pl. 16

Saqqara

Pillared courtyard,
right facing
Chapel

east wall, south side

Saqqara, D. 55

Chapel

now in Brussels

Niankhkhnum and V.6
Khnumhotep

Saqqara

Pillard portico,
doorway

south wall

Niankhkhnum and V.6
Khnumhotep

Saqqara

Antechamber,
mirroring

west wall, north side

Sekhtiu and
V.9
Neferseshemptah
Sabni, son of
VI. 5
Mekhu
Mereruka
VI. 1

Saqqara

Chapel, mirroring

east wall, center

Harpur, fig. 63; PM III
pt 2, 644
van Walsem, 60, fig.
11; PM 583 III pt2
Moussa, Altenmüller,
pl. 4-5; PM III pt 2,
641-644
Moussa, Altenmüller,
pl. 74-75; PM III pt 2,
641-644
Harpur, plan 105; PM
III pt 2, 644
PM V, 232

Ibi

Deir el-Gebrawi Chapel, doorway

VI. 4

Qubbet el-Hawa Chapel, mirroring
Saqqara

Chamber A. 1, split

Room B, separated,
split

fish: north wall, center; Mereruka 1, pl. 9-13,
fowl: south wall, center 15-19; PM III pt 2,
526-7
south wall
Harpur, plan 143; PM
IV, 243-4
fish: south wall, west
Meir 5, pl. 24, 28
side; fowl: west wall,
north side
fish: east side; fowl:
Deir el-Gebrawi 2,
west side
pl. 3, 5
fish: east wall, above Meir 4, pl. 7, 17
entrance; fowl: east
wall, north end

Pepiankh Heneni VI. 5

Meir (A. 2)

Djau

VI. 5

Deir el-Gebrawi Chapel, split

Pepiankh

VI

Meir (D. 2)

Fishing Scenes
Henku

?

Deir el Gebrawi Chapel

north wall

Hetepherakhti

mid-V

Saqqara

north wall, east end

Chapel, split

Offering chamber
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Deir el-Gebrawi 2,
pl. 23
Hetep-her-akhti, 64;
PM III pt 2, 594

Corpus 1: Confirmed Examples of the Fishing and Fowling Scene
Old Kingdom
Tomb Owner

Date

Tomb Location Scene Location and Scene Placement
Type

Reference Material

Fowling Scenes
Iynefert
VI

Saqqara

Room I

north wall, west side

Khunes

VI

Qubbet el-hawa Chapel

Niankhpepy

Late VI Saqqara

northwest wall, west
side
east wall

Harpur, Fig. 68; PM
III pt 2, 616
Harpur, plan 140; PM
IV, 134
Ni-ankh-pepi , 12

V-Shaped
Weapon
Nebemakhet

IV. 4

Giza (LG 86)

Djau

VI

Deir el-Gebrawi Chapel

south wall, west side

Split Papyrus
Spear
Iasen

V-VI

Giza (G 2196)

Chapel

north wall, east side

Western Cemetery ,
pl. 30; PM III pt 1, 82

Khuwiwer

V

Giza (LG 95)

Chapel

East wall, south side

Rahenem-Asa

?

Deir el-Gebrawi Chapel
(No. 72)

Giza V, 245; PM III
pt 1, 255
Deir el-Gebrawi 2,
pl. 17

Chapel

north wall, west of
doorway
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Lepsius, vol. II, III,
12; Giza 4, p. 135;
PM III pt 1, 230
Deir el-Gebrawi 2,
pl. 4

Corpus 1: Confirmed Examples of the Fishing and Fowling Scene
Middle Kingdom
Tomb Owner

Date

Tomb Location Scene Location,
Type

Scene Placement

Double scenes
Ankhtifi

FIP

el-Moalla

Chapel, split

Ukhhotep

XII

Meir (B. 4)

Outer room, split

not indicated, different Oxford History , 128;
walls
Fowl: north wall, east; Meir 3, pl. 6-7
Fish: south wall, center

Senbi
Ukhhotep
Khnumhotep II

XII.1
XII. 4
XII.4

Chapel, mirroring north wall, west side
Room B, doorway west wall
Chapel, doorway East wall

Tehutihetep

MK

Meir
Meir (C. 1)
Beni Hasan (To.
3)
Deir el-Bersheh,
No. 2

Inner Chamber,
doorway

Fowl: inner wall, right;
Fishing: inner wall, left El-Bersheh I, pl. 8,9

Fishing
Khuenukh

FIP

Chapel

west wall

Harpur 447

Baqt I

XI

Chapel

north wall, east end

Beni Hasan 2, pl 29

Baqt II

XI

Chapel

north wall, east end

Beni Hasan 2, pl. 35

Khety

XI

Qusier elAmarna
Beni Hasan (No.
29)
Beni Hasan (no.
33)
Beni Hasan (No.
17)

Chapel

west wall, north side

Beni Hasan vol 2, pl.
11; PM I pt 1, 445

Fowling
Baqt III

XI

north wall, lowest
register,

Beni Hasan 2, pl. 4

Beni Hasan (No. Chapel, mirroring
15)
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Reference Material

Meir I, pl. 2
Meir 6, pl. 13
Beni Hasan 1, pl. 32,
34

Corpus 1: Confirmed Examples of the Fishing and Fowling Scene
New Kingdom
Tomb Owner

Date

Double Scenes
Amenhotep

XVIII.5 Qurna, TT 73
XVIII.56
XVII. 67
XVIII.7

Antef
Neferhotep
Userhat

Tomb Location Scene Location,
Type

Dra Abu elNaga, TT 155
Dra Abu elNaga, TT A5
Qurna, TT 56

Simut

XVIII.7 Shiq el-Ateiyat,
TT A25

Nakht

XVIII.8- Qurna, TT 52
9
XVIII.8- Qurna, TT 69
9
XIV.3 Deir el-Medina,
TT 217
XIV.3 el-Khokha, TT
32
XX.2
Dra Abu elNaga, TT 158
XV
Asasif, TT 34

Menna
Ipuy
Djehutymes
Tjanefer
Mentuemhat

Scene Placement

Reference Material

Chapel, mirroring

north wall, east side

Chapel, mirroing

northwest wall

Hall, mirroring

rear wall

Long Hall, right
facing
Hall, mirroring

left wall

Hall, mirroring

norhteast wall

Inner room,
mirroring
Hall, Damaged

center, north wall

Private Tombs, pl. 7;
PM I pt 1, 143
Private Tombs , pl.
14; PM I pt 1, 263
Lost Tombs , pl 1.1;
PM I pt 1, 448-9
Life and Death, fig.
48; PM I pt 1, 113
Wilkinson II, 107;
Lost Tombs , 36; PM
I pt 1, 454
Tomb of Nakht , 68;
PM I pt 1, 101
Tiradittri, 234-235;
PM I pt 1, 138
Met. replica; PM I pt
1, 316
Djehutymes, 266;
PM I pt 1, 49-50
Seele, pl. 37; PM I pt
1, 270
Russman, 27; PM I pt
1, 59

left of door

east wall

Axial hall, mirroring west wall
Chapel, damaged

north wall

Second courtyard, Fish: west wall, north
first room, split
side; Fowl: N.A.
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Corpus 2: Unconfirmed Fishing and Fowling Scenes
Name

Date

Site

Source

Old Kingdom
Double Scene
Irenkaptah
Neferseshemptah
Insnefru-ishetef
Duahap
Pepidjedi
Iynefert
Irkuptah
Merya
Mehu
Senesemib
Senesemib
Idu or Seneni
Kairer
Akhetihotep
Fishing
Kadua
Itsen
Seshemnefer
Akhmerutnesut
Merankhptahmeryre
Kaemankh
Idu
Mereri

V
V
V-VI
VI
VI
VI
VI
VI
VI
VI
VI
VI
VI
late VI

Saqqara
Saqqara
cairo museum/Dashur
Saqqara
Saqqara
Saqqara
Saqqara
el-Hagarsa
Saqqara
Giza, G2370
Giza, G2378
el-Qasr Wa-Saiyad
Saqqara
Saqqara

PM III pt 2, 644
PM III pt 2, 645
PM III pt 2, 891
PM III pt 2, 595
PM III pt 2, 596
PM III pt 2, 616
PM III pt 2, 639
PM V, 34
PM III pt 2, 620
PM III pt 1, 85
PM III pt 1, 88
PM V, 121
PM III pt 2, 631
PM III pt 2, 634

V
V
V-VI
V-VI
VI

Giza
Giza,
Giza, LG53
Giza, G 2184
Giza, G2381

PM III pt 1, 245
PM III pt1, 252
PM III pt 1, 224
PM III pt 1, 81
PM III pt 1, 90

VI
VI
Mid-VI

Giza, G 4561
Dendera
Saqqara

PM III pt 1, 132
PM V, 111
PM III pt 2, 518

114

Corpus 2: Unconfirmed Fishing and Fowling Scenes
Name

Date

Site

Source

Old Kingdom
Fowling
Rashepses
Kamnefert
Nebkauher
Kekherptah
Iymery

V
VI
VI
VI
VI

Saqqara
Saqqara
Saqqara
Giza, G 5560
Giza, G 6020

PM III pt 2, 495
PM III pt 2, 467
PM III pt 2, 628
PM III pt 1, 166-167
PM III pt 1, 172

Variant Marsh
Scenes
Kaemankh

VI

Giza, G 4561

PM III pt 1, 132

Middle Kingdom
Double Scene
lost
Antef

Early-XII
MK

el Hawawish
Asasif, TT 386

PM V, 19
PM I pt 1 ,437

Single scene
Ukhhotep, son of
Senbi
XII

Meir, B.2 (very fragmentary,
could be fishing or fowling) Meir II, pl. 4

New Kingdom
Ineni
Amenhotep
Duaneheh
Djehuety
Amenmose
Baki
Nebamen

XVIII.2-3
XVIII.3
XVIII.5
XVIII.5-6
XVIII.5-6
XVIII.6
XVIII.6

Qurna, TT 81
Qurna, TT 345
Qurna, TT 125
Dra Abu el-Naga, TT 11
Qurna, TT 318
Dra Abu el-Naga, TT 18
Dra Abu el-Naga, TT 24
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PM I pt 1, 161
PM I pt 1, 414
PM I pt 1, 239
PM I pt 1, 23
PM I pt 1, 391
PM I pt 1, 32
PM I pt 1, 42

Corpus 2: Unconfirmed Fishing and Fowling Scenes
Name

Date

Site

Source

Puimre
Amenmosi
Horemhab
Amunedjeh
Senenefer
Min
Amenemhat
Senemiah
Antef
Iahmose
Djehutmose
Mentuiywy
Dedi
Amenemheb
Menkheper
Neferhotep
Re
Djehtynefer
Seunmut
Kenamen
Djehutynefer
Nebenkemet
Sobekhetep
Hepu
Ptahemhat
Nehemaaway
Amenmosi
Thay

XVIII.6
XVIII.6
XVIII.6
XVIII.6
XVIII.6
XVIII.6
XVIII.6
XVIII.6
XVIII.6
XVIII.6
XVIII.6
XVIII.6-7
XVIII.6-7
XVIII.6-7
XVIII.6-7
XVIII.6-7
XVIII.7
XVIII.7
XVIII.7
XVIII.7
XVIII.7
XVIII.7
XVIII.8
XVIII.8
XVIII.8-9
XVIII.8-9
XVIII.9
XIV.4

Dra Abu el-Naga, TT 39
Qurna, TT 42
Qurna, TT 78
Qurna, TT 84
Qurna, TT 99
Qurna, TT 109
Qurna, TT 123
Qurna, TT 127
Dra Abu el-Naga, TT 164
el-Khokha, TT 241
Qurna, TT 342
el-Khokha, TT 172
el-Khokha, TT 200
Qurna, TT 85
Qurna, TT 79
Dra Abu el-Naga, A. 5
Qurna, TT 72
Qurna, TT 80
Qurna, TT 92
Qurna, TT 93
Qurna, TT 104
el-Khokha, TT 256
Qurna, TT 63
Qurna, TT 66
Qurna, TT 77
Dra Abu el-Naga, TT 165
Quran, TT 89
Qurna, TT 23

PM I pt 1, 72
PM I pt 1, 82
PM I pt 1, 155
PAM I pt 1, 170
PM I pt 1, 199
PM I pt 1, 227
PM I pt 1, 236
PM I pt 1, 242
PM I pt 1, 277
PM I pt 1, 332
PM I pt 1, 410
PM I pt 1, 279
PM I pt 1, 303
PM I pt 1, 174
PM I pt 1, 156
PM I pt 1, 449
PM I pt 1, 142
PM I pt 1, 158
PM I pt 1, 189
PM I pt 1, 193
PM I pt 1, 218
PM I pt 1, 341
PM I pt 1, 127
PM I pt 1, 133
PM I pt 1, 152
PM I pt 1, 277
PM I pt 1, 181
PM I pt 1, 39

Fowling
Rekhmire

XVIII.6-7

Qurna, TT 100

PM I pt 1, 210
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